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PREFACE 


A  HISTORY  of  Greek  Literature  has  become  almost  too 
great  a  task  for  any  single  man  to  accomplish  ade- 
quately. Quite  apart  from  the  first  absolute  requisite 
— a  thorough  intimacy  with  the  many  and  various  Greek 
authors  themselves — the  literature  of  commentary  and 
of  criticism  has  become  so  vast  and  complicated  that 
it  would  require  a  committee  of  scholars  to  grasp  and 
arrange  it  completely.  This  is  what  the  Germans  are 
actually  doing  in  various  periodicals.  Yet  it  is  very 
desirable  that  younger  students  should  have  from  a 
single  hand  some  conspectus  of  Greek  Literature  as 
a  whole,  of  its  life  and  growth,  and  of  the  mutual  rela- 
tions of  the  authors  whom  they  read  in  accidental  and 
irregular  order. 

The  admirable  work  of  O.  Muller  supplied  this  want 
in  former  days ;  but  the  last  thirty-five  years  have 
brought  so  much  new  matter  to  light,  so  many  new 
controversies  have  arisen,  so  much  admirable  criticism 
has  revolutionised  our  old  notions,  that  it  became  im- 
perative either  to  re-edit  that  work  or  to  replace  it.  By 
the  aid  of  the  learned  and  careful  Donaldson,  it  had 
been  continued  (in  its  English  version)  so  as  to  emorace 
post-classical  literature  down  to  the  Byzantine  age. 
But   the  study  of  the  Alexandrian  and  post-Alexan- 
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drian  authors  is  rightly  excluded,  with  very  few  excep- 
tions, from  our  classical  education.  However  valuable 
they  may  be  for  their  matter,  nay,  even  for  their  tone 
and  sentiment,  they  are  not  read  as  classical,  and  there- 
fore may  fairly  be  excluded  from  a  book  which  professes 
to  keep  within  this  limit.  Strabo  and  Polybius,  Pau- 
sanias  and  Dionysius,  are  all  most  interesting  and  in- 
structive, and  the  last  is  necessary  to  any  proper 
appreciation  of  classical  oratory.  Plutarch  and  Lucian 
rank  higher,  and  may  be  read  with  pleasure  as  well  as 
profit  ;  but,  nevertheless,  common  consent  has  denied 
them  a  place  among  the  authors  who  are  studied  for 
form.  Nay,  Aristotle  himself  can  only  be  called  a  clas- 
sical author  with  doubtful  propriety,  though  his  great- 
ness secures  him  a  place  in  every  treatment,  even  purely 
literary,  of  his  age. 

I  therefore  felt  justified  in  excluding  them  all,  save 
Aristotle,  from  a  book  intended  for  younger  students, 
though  admitting  exceptionally  a  few  poets  of  the  later 
age.  Those  who  desire  to  pursue  the  fortunes  of  Greek 
Literature  to  its  close  may  turn  cither  to  the  excellent 
skeleton  sketch  in  Mr.  Jebb's  Primer,  or  to  the  third 
and  fourth  volumes  of  Nicolai's  Litcratur-Geschichtc. 
Indeed,  the  third  volume  of  Muller's  History  (by  Don- 
aldson) is  quite  sufficient  for  any  but  very  special 
students. 

The  order  in  which  the  authors  are  placed  has  been 
adopted  after  careful  consideration,  and  differs  fre- 
quently from  that  of  other  books.  I  will  not  say  that  it 
is  the  best,  but  will  claim  the  liberty  of  treating  writers 
of  the  same  epoch  in  the  way  which  I  find  most  conve- 
nient and  suggestive.  The  method  of  separating  the 
poetry  from  the  prose  is  now  generally  adopted  by  the 
Germans. 
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The  principle  followed  in  the  writing  of  the  Greek 
names  is  so  far  conservative  that  well-known  personages, 
such  as  ^Eschylus  and  Lycurgus,  are  not  disguised  from 
the  reader  as  Aischulos  and  Lukourgos.  These  great 
authors  have  become  household  names  among  us,  and 
it  is  better  to  insist  upon  their  familiar  English  form 
than  to  estrange  them  from  us  by  classical  purism. 
Even  in  the  lesser  and  more  unusual  names,  I  have  not 
introduced  a  k  except  when  the  pronunciation  was  at 
stake  :  thus  I  have  said  Critias,  but  also  Phokylides. 
Strange  names  like  Kephalos  have  been  kept  in  their 
original  form.  Of  course  opinions  will  vary  as  to  what 
is  a  familiar,  and  what  a  strange,  name.  If  I  have 
erred  in  my  judgment,  I  am  open  to  correction  on  a 
point  which  is  really  of  little  importance.  I  choose  to 
write  rythm  on  phonetic  principles,  and  wish  I  had  been 
bold  enough  to  write  ryme  and  retoric ;  but  no  word  is 
so  ugly  as  rhythm. 

The  question  of  obligations  to  others  is  more  serious, 
as  it  was  impossible  to  acknowledge  them  adequately  ; 
I  have  borrowed  everything  freely  from  everybody,  and 
explicit  acknowledgments  would  have  largely  increased 
the  bulk  of  my  book  without  ever  being  complete. 
For  the  source  of  suggestion  has  often  escaped  me,  and 
I  may  have  assumed  as  my  own  what  had  been  un- 
consciously borrowed  from  others.  Again,  those  from 
whom  I  have  borrowed  most  are  those  who  are  criticised 
most  freely,  and  facts  are  often  taken  from  an  author  in 
order  to  controvert  his  own  inferences  from  them.  My 
constant  guides  and  teachers  have  been  Bernhardy  and 
Bergk,  in  their  unfinished  but  masterly  Histories  oj 
Greek  Literature ;  then  for  the  tragic  poets  the  special 
works  of  Patin  (les  tragiqucs  grccs)  and  Klein  (Gesch. 
des  Dramas) ;  for  the  comedy,  besides  Klein,  Meineke's 
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History  and  Fragmenta  Comicorum  ;  for  the  orators,  the 
inestimable  GcscJi.  der  attischen  Beredsamkeit  of  F.  Blass, 
and  Perrot's  eloquence  d'At/ieucs,  &c.  For  the  historians 
we  have  as  yet  no  comprehensive  monograph  beyond 
Nicolai's  and  Miiller's  chapters.  The  special  editors 
of  the  greater  authors — Stein,  Classen,  Breitenbach, 
Schenkl,  &c. — and  C.  Miiller  in  the  prefaces  to  his 
Fragmenta  Hisforicorum  Gr&corum,  have,  however,  af- 
forded me  ample  material,  while  the  various  contribu- 
tions to  the  knowledge  of  all  the  authors  in  the  Philo- 
logies, Jahns  jfahrbfichcr,  Hermes,  Bursian's  Jalircsbericht, 
the  Rheinisches  Museum,  and  the  Abhandlungen  and 
SitzungsbericJite  of  the  Berlin,  Leipzig,  Munich,  Dres- 
den, Gottingen,  Vienna,  and  other,  Academies,  have  been 
consulted  with  all  the  care  I  could  command.  But  it 
is  the  vastness  of  these  scattered  materials,  as  well  as 
of  the  many  Programs  and  other  monographs  with 
which  the  press  of  Germany  teems,  which  made  the  task 
of  writing  this  history  seem  like  the  labour  of  Sisyphus. 
I  need  not  here  gather  into  a  list  the  many  other  works 
cited  in  my  footnotes,  from  which  far  more  is  derived 
than  might  be  inferred  from  the  special  citation. 

I  quote  throughout  from  the  original  12  vol.  edition 
of  Grote's  History  of  Greece';  in  other  works,  as  far  as 
possible,  from  the  newest  and  best  editions. 

The  bibliographical  paragraph  at  the  close  of  the 
treatment  of  each  author  does  not  affect  any  com- 
pleteness, but  merely  indicates  to  the  student  the  best 
MSS.,  the  princcps,  and  the  handiest  new  editions,  as 
well  as  such  intermediate  studies  on  the  text  as  may 
show  the  amount  of  interest  each  author  has  excited 
among  philologists. 

My  friends,  Mr.  GEORGE  MACMILLAN  and  Mr. 
KEENAN  (of  our  Library),  have  undertaken  the  labour  of 
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revising  the  sheets,  for  which  I  could  spare  no  adequate 
leisure  without  indefinitely  postponing  publication  ;  and 
Mr.  Bury  has  compiled  for  me  the  Index,  which  will 
be  found,  I  believe,  thoroughly  satisfactory.  To  these 
gentlemen  I  here  tender  my  sincerest  thanks. 

Professor  Sayce  has  put  me  under  still  deeper  obli- 
gations by  enriching  the  first  volume  with  a  learned 
appendix  on  the  Homeric  dialect,  in  which  all  the  latest 
researches  have  been  gathered  into  an  admirable  con- 
spectus. His  scepticism  concerning  Homer  is  more  ad- 
vanced than  mine,  but  his  learning  and  his  authority 
are  so  recognised  that  I  regard  it  as  a  great  honour  to 
have  his  name  associated  with  my  labours. 

Trinity  College,  Dublin  . 
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CHAPTER   I. 

INTRODUCTION. 

§  i.  It  has  been  the  usual  practice  with  historians  of  Greek 
Literature  to  begin  with  a  survey  of  the  character  and  genius  of  the 
race,  the  peculiar  features  of  the  language,  and  the  action  which 
physical  circumstances  have  produced  upon  the  development 
of  all  these  things.  In  the  case  of  many  German  books  these 
discussions  are  so  long  and  so  vague  that  the  student  is  wearied 
before  he  arrives  at  a  single  fact  in  literature.  It  is  furthermore 
necessary  for  the  proper  understanding  of  generalities  that  the 
reader  should  be  intimate  with  the  details  which  are  postponed 
to  a  later  part  of  the  book.  This  appears  to  me  so  unprac- 
tical a  method  that  I  have  abandoned  it,  and  will  not  attempt 
any  broad  survey  of  the  subject  in  a  work  devoted  to  the  dis- 
cussion of  details,  except  in  immediate  connection  with  these 
details.  In  the  present  day,  when  so  much  is  taught,  and  talked, 
and  read  about  Greek  history  and  art  and  poetry,  the  readers  of 
such  a  book  as  this  cannot  but  have  enough  acquaintance  with 
the  subject  to  permit  them  to  dispense  with  any  general  intro- 
duction. 

§  2.  When  we  come  to  inquire  what  were  the  earliest  pro- 
ducts of  Greek  Literature,  we  turn  of  course  to  Greek  poetry, 

vol.  i. — I 


2  HISTORY  OF  GREEK  LITERATURE.        CH.  I. 

for  it  is  a  well-known  law  of  human  progress,  that  long 
before  the  discovery  or  use  of  writing,  and  long  before  men 
care  to  read  or  hear  simple  prose  statements,  they  delight  in 
rythmical  song,  which  strikes  their  imagination  with  greater 
force,  and  is  more  easily  retained  in  their  memory.  This  may 
be  seen  among  us  in  the  education  of  children,  who  pass  in  a 
few  years  through  successive  stages  not  unlike  those  of  human- 
ity at  large  in  its  progress  from  mental  infancy  to  mature 
thought.  We  know  that  little  children  can  be  taught  to  repeat 
and  remember  rhymes  long  before  they  will  listen  to  the  simplest 
story  in  prose.  We  must  therefore  expect  to  find  the  earliest 
efforts  among  the  Greeks  in  their  poetry.  This  is  of  course 
the  case,  and  the  poems  of  Homer  and  Hesiod  are  mani- 
festly older,  even  as  they  stand,  than  any  other  books  the 
Greeks  have  left  us.  For  though  we  should  concede  to  certain 
modern  sceptics  that  the  arrangement,  or  bringing  into  large 
unities,  of  these  poems  was  not  completed  till  pretty  late  in 
their  history — even  this  extreme  theory  must  admit  and  re- 
quire that  the  materials  of  the  poems,  the  short  lays  from 
which  they  were  put  together,  are  older  than  any  other  species 
of  Greek  literature.  It  must  also  be  admitted  that  the  num- 
ber and  extent  of  these  shorter  poems,  which  may  have  been 
worked  into  what  we  call  Homer,  was  very  considerable,  and 
that  only  a  very  small  portion  of  this  literature  has  been  trans- 
mitted to  us. 

When,  therefore,  we  go  back  as  far  as  we  can,  in  our  search 
for  the  earliest  specimens  of  Greek  poetry,  we  find  ourselves  in 
the  presence  of  a  very  large  body  of  what  is  called  Epic  poetry, 
all  of  which  in  early  days  passed  under  the  name  of  Homer. 
The  noblest  and  best  of  this  poetry  is  in  the  opinion  of  all 
critics,  ancient  and  modern,  the  Iliad ;  a  poem  of  great  length, 
of  a  definite  plan  and  purpose,  and  composed  with  a  perfect 
mastery  both  of  style  and  language.  The  characters  are  pretty 
consistently  drawn,  and  our  general  impression  of  the  whole 
work  suggests  (a)  that  its  author  was  one  master  hand,  using 
both  the  legends  of  his  people,  and  his  own  studies  in  human 
nature,  to  produce  a  dramatic  picture  not  since  surpassed 
or  perhaps  equalled.     If  this  be  so,  we  may  safely  assert,  that 
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such  a  piece  of  work  cannot  be  the  first  hesitating  attempt  of 
any  people,  however  gifted,  at  literary  composition. 

But  throughout  the  various  shorter  episodes  of  which  the 
Iliad  may  be  composed,  there  is  such  a  harmony  in  the  drawing 
of  the  various  heroes  who  appear  on  the  scene,  that  (b)  even  if 
one  great  master  did  not  sketch  them  all,  they  must  have  been 
recognised  types,  which  had  long  since  assumed  a  definite  and 
fixed  shape  for  a  school  or  series  of  poets,  each  of  whom  was 
able  to  express  this  type  with  adequate  consistency.  Either 
theory  implies  long  and  gradual  preparation,  many  lesser 
attempts  which  have  failed,  and  many  faulty  pictures  which  have 
disappeared,  because  they  departed  from  the  once  fixed  and  re- 
cognised features  of  known  characters. 

§  3.  The  ambitious  and  elaborate  structure  of  these  epics 
will  clearly  appear  when  we  come  to  discuss  them  more 
fully  in  detail.  It  is  here  sufficient  to  insist  that  such  com- 
positions can  in  no  wise  represent  the  first  attempts  of  the 
nation  to  frame  a  literature.  In  all  the  other  fine  arts,  which 
the  Greeks  cultivated  with  equal  success,  they  began  with  rude 
and  even  childish  efforts,  which  possessed  no  beauty,  and  were 
evidently  the  work  of  artists  who  had  as  yet  obtained  but 
little  control  over  the  material  with  which  they  worked.  We 
have  still  remaining  archaic  specimens  of  architecture  and  of 
sculpture,  which  strike  us  as  almost  ludicrous  ;  nor  do  the 
various  accounts  of  early  painting  and  music  handed  down  to  us 
leave  a  shadow  of  doubt  that  these  arts  went  through  a  similarly 
gradual  development.  The  use  of  harmony  in  music  was  a 
late  discovery,  after  many  generations  had  been  content  with 
an  accompaniment  played  note  for  note  with  the  voice.  The 
laws  of  perspective  were  not  made  out  and  introduced  into 
painting  until  the  exigencies  of  theatrical  sceneq:>ainting  had  re- 
acted upon  the  higher  branches  of  the  art.  Thus  everywhere 
in  the  history  of  Greek  culture  we  find  the  same  rude  begin- 
nings and  gradual  growth  in  grace  and  power.  It  is  only  a 
false  and  random  metaphor  when  older  critics  speak  of  epic 
poetry  springing  like  Athene  full  grown  and  in  panoply  from 
the  brain  of  a  single  Homer. 
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§  4.  But  if  the  Iliad  is  far  too  great  and  too  perfect  for  a 
first  attempt  in  literature,  its  vast  superiority  over  what  went 
before  is,  on  the  other  hand,  the  main  cause  of  our  being  so  badly 
informed  about  earlier  and  ruder  efforts.  When  any  people  are 
feeling  their  way  in  art,  it  is  but  natural  that  the  first  work  of 
real  genius  should  eclipse  and  supersede  all  its  rivals,  so  as  to 
become  the  model  for  succeeding  ages.  The  great  popu- 
larity and  thorough  nationality  of  Homer  not  only  made  him 
supplant  earlier  epics,  but  even  made  epic  poetry  supplant  the 
earlier  and  simpler  forms  of  poetry  which  had  existed  among 
the  people  ;  and  so  for  some  centuries  in  Greek  Literature  we 
hear  of  nothing  but  epic  poets,  hexameter  verse,  and  legendary 
subjects. 

§  5.  Yet  there  can  be  no  doubt  that  the  earliest  forms  of 
song  among  the  Greeks,  as  among  all  other  people,  were  not 
epic  but  lyric.  The  very  Linus  song  mentioned  by  Homer, 
and  the  choral  dances  accompanied  by  singing,  as  well  as  the 
vintage  songs,  and  other  such  national  poetry — all  these  were 
distinctly  of  a  lyric  character.  There  is  no  reason  to  believe 
that  these,  though  eclipsed  by  the  splendour  of  epic  poetry,  ever 
ceased  to  exist,  and  we  must  rather  conceive  that  the  feelings 
of  the  common  people  satisfied  themselves  in  these  songs, 
while  the  nobles  sat  in  state  at  their  feasts,  and  even  paid 
?  bard  to  compose  and  recite  the  praise  of  gods  and  men. 
But  it  was  not  till  this  more  artificial  and  elaborate  school  had 
worked  itself  out  along  with  the  society  which  produced  and 
fostered  it,  it  was  not  till  the  old  aristocracies  and  kingdoms  had 
broken  down,  and  the  epic  poets  became  shallow  and  pedantic, 
that  the  lyric  instincts  began  to  assert  themselves  in  literature. 
Then  it  was  that  great  men  went  back  to  the  people,  who 
alone  can  originate  a  really  fresh  and  lasting  current  in  poetry, 
and  borrowed  from  them  the  various  forms  of  iambic,  elegiac, 
and  lyric  proper  wrhich  form  the  so-called  lyric  age  of  poetry  in 
Greece. 

It  is  a  great  and  general  mistake  to  set  down  this  lyric 
poetry  as  the  invention  or  product  of  a  later  age  ;  it  is  merely 
the  revival,  and  the  drawing  from  obscurity,  of  the  oldest 
form  of  Greek  national  song,  modified  and  varied  no  doubt  by 
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literary  genius,  but  with  its  root  deep-set  in  the  hearts  of  the 
people.1 

When  in  process  of  time  this  lyric  poetry  became  in  its  turn 
frigid  and  over-wrought,  when  it  passed  into  the  pay  of  despots 
or  Olympic  victors,  and  the  people  felt  the  want  of  some  more 
national  literature,  the  great  poets  of  Athens  again  went  back 
to  the  people.  They  adopted  from  the  rude  merry-makings  of 
Dionysus  and  the  boisterous  vintage-feasts  the  popular  elements 
of  dramatic  poetry,  which  when  ennobled  by  the  heritage  of 
epic  and  lyric  forms  took  its  place  as  the  last  and  perhaps  the 
greatest  branch  in  the  rich  growth  of  Greek  national  life.  For 
from  this  day  onward,  and  with  a  reading  public,  a  national  efface- 
ment  and  decay,  a  political  ruin,  a  social  decadence  made  parti- 
cularism and  not  nationalism  the  feature  of  Greek  poetry.  Yet 
even  when  the  centre  of  gravity  of  Greek  culture  had  passed 
from  Hellas  to  the  East,  Theocritus  and  his  school  found  in 
Sicilian  pastoral  life  a  pure  vein  of  gold,  which  has  made 
his  bucolics,  written  among  the  bookworms  of  the  sandhills 
of  Egypt,  an  independent  and  fresh  development  in  Greek 
Literature.  These  songs  had  existed  in  the  uplands  of  Sicily,  as 
we  know,  for  centuries.  They  had  attracted  the  genius  of  the 
great  Stesichorus,  who  had  treated  some  of  their  pastoral  stories 
with  his  elaborate  art.  But  the  day  of  bucolic  poetry  had  not 
come,  or  rather  the  great  lyric  outburst  was  just  then  carrying 
with  it  all  the  higher  spirits  of  the  nation ;  and  so  the  attempt 
of  Stesichorus,  though  known  and  approved,  did  not  find  any 
followers. 

§  6.  This  brief  sketch  of  the  periods  of  Greek  poetry  is 
drawn  here  only  so  far  as  to  make  it  appear  that  all  the  so- 
called  new  kinds  of  verse,  all  the  revolutions  in  taste  which  are 
so  definite  and  plainly  dated  in  Greek  literary  history,  were 
simply  reversions  to  the  only  true  and  pure  source  of  inspiration 
in  old  days — the  untutored  songs  of  the  people.     It  is  in  the 

1  This  reasonable  theory,  based  on  the  nature  of  things,  and  supported 
by  good  scholars,  such  as  Theodor  Bergk,  is  rejected  by  Bernhardy  {Hist. 
Lit.  vol.  ii.  pp.  576,  5S9,  602)  merely  because  he  thinks  our  positive 
evidence  for  it  insufficient.  I  feel  bound  to  note  his  disapproval,  though  it 
does  not  shake  my  conviction. 
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nature  of  any  cultivated  school  of  poetry  to  grow  gradually 
more  laboured  and  artificial,  until  at  last  it  ceases  to  appeal  to 
the  public  taste,  and  becomes  a  mere  exercise  and  amusement 
for  the  student  and  for  learned  audiences.  This  was  plainly 
the  case  with  the  later  epic  poets  who  were  called  Cyclical,  and 
whose  laboured  accounts  of  the  wars  of  gods,  giants,  and  by- 
gone men,  roused  the  ire  and  fed  the  satire  of  Xenophanes 
and  his  contemporaries.  It  is  perhaps  not  so  easily  proved, 
and  will  not  be  so  readily  admitted,  that  the  lyric  poetry  of 
Pindar  and  Simonides,  which  was  eclipsed  by  the  rise  of 
tragic  poetry,  showed  plain  traces  of  the  same  defects.  The 
epitaphs  of  Simonides  are  indeed  very  beautiful,  clear,  and 
devoted  to  great  national  subjects  ;  but  these  can  hardly  be 
called  a  separate  school  of  poetry,  and  were  written  with  equal 
beauty  and  effect  by  many  poets  not  exclusively  lyric.  What 
really  damaged  the  national  position  of  Simonides,  with  all  his 
merits,  was  the  feeling  that  he  was  a  poet  for  pay — a  poet  of 
courts  and  despots,  at  a  time  when  courts  and  despots  were 
rapidly  passing  out  of  all  favour  and  becoming  the  objects  of 
a  great  national  hate.  The  poetry  of  Pindar  laboured  under 
the  same  disadvantages.  He  celebrated,  indeed,  victories  at 
the  national  games,  but  celebrated  them  for  pay,  and  was 
ready  to  write  for  pay  in  honour  of  anybody — of  Sicilian  tyrants 
or  Corinthian  courtesans.  There  was,  moreover,  strongly 
marked  in  Pindar's  poetry  another  quality,  which  we  do  not 
meet  in  the  extant  fragments  of  Simonides,  and  which  heralds 
the  decadence  of  lyric  poetry — I  mean  that  obscurity  and 
elaborate  richness  which  made  him  quite  unintelligible  to 
the  masses.  Literary  men  studied  him,  and  admired  him  for 
these  bold  and  daring  flights  ;  but  the  mass  of  the  Greek  public 
had  forgotten  him  and  laid  him  aside  in  the  very  next  genera- 
tion, as  we  hear  from  Cratinus.  Of  course  lyric  poetry  could 
not  die  in  a  moment ;  but  even  as  epic  poetry  had  been 
transformed  rather  than  destroyed  in  the  odes  of  Stesichorus 
and  Pindar,  and  in  the  dialogues  of  tragedy,  so  lyric  poetry 
passed  into  the  humbler  sphere  of  being  the  handmaid  of  the 
drama,  and  filling  up  the  gaps  in  the  action  of  the  piece. 
Whatever  nurelv  lyrical  drama  and  dithyrambs  existed  were 
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never  successful,  and  have  left  only  faint  traces  in  the  history 
of  literature. 

§  7.  The  later  fortunes  and  decay  of  tragedy,  which  occurred 
in  a  very  advanced  civilisation  and  among  a  reading  public,  are 
a  more  complicated  history.  When  the  majority  of  people  begin 
to  read,  poetry  loses  its  hold  upon  the  public,  and  the  prose 
writer,  who  composes  with  greater  simplicity  and  less  labour, 
at  last  obtains  an  advantage  over  his  rival  the  poet,  who  is  put 
into  competition  with  all  the  older  poets  now  circulating 
among  a  more  learned  public.  It  is  here  sufficient  to  repeat, 
as  an  additional  illustration  of  the  principle,  that  although  in 
the  Alexandrine  epoch  there  were  learned  and  even  brilliant 
imitations  of  all  species  of  old  Greek  poetry — the  epics  of 
Apollonius,  the  elegiacs  of  Callimachus,  the  lyrics  of  a  false 
Anacreon,  the  tragedies  of  the  Pleiad — one  kind  only  of  the 
varied  products  of  that  wonderfully  prolific  and  greatly  under- 
rated age  has  held  its  place  among  all  the  critics  and  admirers 
of  pure  Greek  poetry.  This  is  the  bucolic  poetry  of  Theocritus, 
imitated,  not  from  earlier  literature,  but  from  the  people's  songs, 
from  the  shepherds'  pipe  and  ditty,  from  the  fresh  feelings  of 
untutored  hearts.  It  is  indeed  beyond  the  scope  of  the  present 
work,  but  it  is  worthy  of  suggestion,  that  the  history  of  the  fine 
arts  generally,  nay  even  the  political  history  of  the  world,  shows 
perpetual  examples  of  the  same  principle.  The  tendency  of 
all  human  invention  is  to  become  conventional,  then  cramped, 
and  then  effete.  It  is  to  be  revived  only  by  breaking  with 
venerable  traditions,  and  going  back  to  nature,  to  natural  men 
and  natural  things,  for  new  inspiration. 


CHAPTER  II. 

THE  TRACES  OF  POETRY  BEFORE  HOMER. 

§  8.  When  we  endeavour  to  discover  the  preliminary  stages 
through  -which  Greek  poetry  reached  the  perfect  condition 
which  produced  the  great  epics,  we  find  ourselves  reduced  to 
doubtful  inferences  and  conjectures.  The  Homeric  poems 
themselves  tell  us  almost  nothing  on  the  subject.  Apart 
from  the  two  bards  in  the  Odyssey — Demodocus  at  the 
Phceacian  court,  and  Phemius  among  the  suitors — who  are  dis- 
tinctly epic  singers  of  the  same  style  and  class  as  the  author  or 
authors  of  our  remaining  epics,  we  have  only  an  allusion  to 
one  person,  Thamyris,  and  to  various  choral  songs  of  a  lyric 
kind,  sung  at  marriages  and  vintage  scenes,  or  on  other  occasions 
of  great  grief  or  joy.  We  have  also  several  earlier  legends  men- 
tioned in  such  a  way  as  to  suggest  that  they  had  already  been 
treated  by  bards  such  as  Phemius  and  Demodocus. 

§  9.  The  facts  which  may  with  certainty  be  inferred  from 
these  allusions  are:  (1)  that  poets  were  common  before  the  com- 
position even  of  the  Iliad,  or  oldest  of  the  poems  ;  (2)  that 
the  earlier  poems  were  both  lyric  and  epic  in  character ;  and  (3) 
that  there  existed  a  feeling  of  rivalry,  if  not  regular  contests,  in 
poetry.  These  latter  are  indeed  openly  asserted  to  have  taken 
place  in  the  old  account  of  the  contest  between  Homer  and 
Hesiod,  but  are  implied  also  in  the  reference  to  Thamyris 
(Ii  594),1  'who  boasted  that  he  would  conquer  even  were  the 
Muses,  the  daughters  of  Zeus,  to  contend  against  him  ;  but 
they   in  anger  made  him  blind  (-mipdr),   and  took  away  his 

1  The  books  of  the  Iliad  are  indicated  in  capitals,  those  of  the  Odyssey 
in  small  letters. 
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godlike  song,  and  caused  him  to  forget  his  cunning  upon  the 
lute.' 

This  famous  passage  occurs,  it  is  true,  in  the  Catalogue, 
which  is  perhaps  the  most  suspicious  part  of  the  Iliad.  But, 
on  the  other  hand,  it  occurs  in  the  account  of  the  forces  of 
Nestor  from  Pylus,  and  there  is  evidence  that  many  other 
poetic  legends  were  in  vogue  about  this  kingdom — legends 
perpetually  cited  in  the  reminiscences  of  the  aged  Nestor  him- 
self, whose  very  age  seems  to  imply  that  he  had  been  the  sub- 
ject of  earlier  ballads.  This  justifies  the  opinion  that  the  men- 
tion of  Thamyris  '  is  really  old,  and  points  to  the  age  before  the 
composition  of  the  Iliad.  But,  unfortunately,  there  is  no  hint 
as  to  the  nature  of  his  poetry.  We  cannot  tell  whether  he  com- 
posed lyric  pieces  such  as  the  old  dirges  and  marriage-songs,  or 
whether  he  was  an  epic  singer  like  Demodocus,  or  whether, 
again,  he  was  an  author  of  that  early  religious  poetry,  which 
was  by  later  writers  ascribed  to  the  age  before  Homer. 

After  the  days  of  Herodotus,  we  hear  constantly  of  this 
religious  poetry,  which  was  of  a  mystical  or  symbolical  cha- 
racter, and  certainly  of  a  very  different  type  from  the  worldly 
Homer.  But  as  to  its  antiquity,  our  authorities  are  not 
very  encouraging.  The  first  and  most  important  is  Herodotus, 
who  says  in  a  famous  passage  (ii.  50-4)  in  which  he  dis- 
cusses the  origin  and  names  of  the  Hellenic  gods  :  '  Whence 
the  gods  severally  sprang,  whether  or  not  they  had  existed  from 
all  eternity,  what  forms  they  bore — these  are  questions  of  which 
the  Greeks  knew  nothing  till  the  other  day,  so  to  speak.  For 
Homer  and  Hesiod  were  the  first  to  compose  Theogonies, 
and  give  the  gods  their  epithets,  to  allot  to  them  their  several 
offices  and  occupations,  and  describe  their  forms  ;  and  they 
lived  about  400  years  before  my  time,  and  not  more,  as  I 
believe.  As  for  the  poets  who  are  thought  by  some  to  be 
earlier  than  these,  they  are,  in  my  judgment,  decidedly  later.' 
And  he  adds  presently  :  '  What  I  have  said  of  Homer  and 
Hesiod  is  my  own  opinion,  and  not  borrowed  from  the 
priestesses  of  Dodona.' 

I  should  consider  this  judgment  as  to  the  relative  age  of  the 

1  Also  called  Thamyras,  especially  in  a  comedy  of  Antiphanes. 

I* 
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old  Orphic  and  other  religious  poems  (to  which  he  clearly 
alludes)  as  of  the  greatest  weight,  were  it  not  evident  that 
Herodotus  is  here  sustaining  a  favourite  theory  of  his  own,  viz. 
that  almost  all  the  Greek  religion,  and  especially  all  the  mystic 
part  of  it,  was  borrowed  from  Egypt.  Thus  he  says  (ii.  81)  : 
'  Here  their  (the  Egyptian)  practice  resembles  the  rites  which  are 
called  Bacchic  and  Orphic,  but  which  are  in  reality  Egyptian  and 
Pythagorean  ; '  and  it  was  a  necessary  part  of  this  theory  that 
these  rites,  and  the  poems  belonging  to  them,  should  not  be  very 
ancient.  I  do  not,  therefore,  think  that  the  sceptical  judgment 
of  Herodotus,  which  he,  with  his  usual  honesty,  confesses  to  be 
a  peculiar  opinion  of  his  own,  can  be  here  decisive.1  The  fre- 
quent poetical  allusions  of  Euripides  to  a  collection  of  Orphic 
poems  of  pious  and  philosophic  import  can,  on  the  other  hand, 
afford  no  secure  evidence  of  their  antiquity,  for  we  know  that  the 
school  of  Onomacritus,  in  the  sixth  century  B.C.,  added  con- 
siderably to  the  old  religious  poems,  if  it  did  not  forge  them 
wholesale.  But  the  very  fact  of  the  forging  of  the  name  of 
Orpheus,  Musceus,  and  others  proves  clearly  the  antiquity 
of  these  names,  and  that  the  poetry  ascribed  to  them  was 
of  a  character  quite  different  from  that  of  the  Epos.  The  very 
frequent  allusions  of  Plato,  on  the  other  hand,  who  even  in 
three  places  quotes  the  words  of  Orpheus,2  show  clearly  that  he 
accepted  Orpheus  and  Museeus,  whom  he  usually  co-ordinates, 
as  ancient  masters  of  religious  song,  and  on  a  par  with  Homer 
and  Hesiod.  This  general  acceptance  of  Orpheus  as  a  real  per- 
sonage, with  no  less  frequent  suspicions  as  to  the  genuineness 
of  the  current  Orphic  books,  appears  in  other  Greek  writers  ; 
e.g.  Aristotle3  cites  the  so-called  Orphic  poems,  just  as  he  cites 
the  so-called  Pythagorean  books.  Apart  from  these  casual 
allusions,  our  really  explicit  authorities  are  the  antiquaries  of 

1  We  might  just  as  well  accept  the  almost  unanimous  verdict  of  older 
tradition,  and  believe  the  Greek  race  to  be  autochthonous,  and  their  civili- 
sation perfectly  original ;  whereas  their  eastern  origin  can  be  clearly  de- 
monstrated, quite  apart  from  the  discoveries  of  Herodotus  and  his  school, 
from  the  surer  evidence  of  architecture  and  the  plastic  arts,  and  from  the 
results  of  comparative  Linguistic. 

2  Crat.  402  B,  Phileb.  66  C,  Legg.  669  D. 
8  De  Auima,  i.  5,  410  b  ;  and  elsewhere 
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later  days,  to  whom  we  owe  almost  all  the  definite  knowledge 
we  possess.  Pausanias,  in  particular,  not  only  speaks  constantly 
of  these  poets,  but  refers  to  some  of  their  hymns,  which  he 
had  heard,  and  it  is  he  and  Strabo  who  afford  us  the  materials 
for  constructing  a  general  theory  about  them. 

§  10.  It  is  remarkable  that  the  two  races  which  tradition 
consistently  asserts  to  have  been  the  first  civilisers  of  Greece 
are  known  in  history  as  barbarians — the  Pelasgi  and  the  Thra- 
cians.  Herodotus  (i.  57)  found  remnants  of  the  Pelasgi  still 
living  at  Creston,  Scylace  and  Placia,  and  he  characterises  their 
language  as  that  of  barbarians.  The  savagery  of  the  Thracians 
was  proverbial  all  through  Hellenic  history,  and  yet  among  the 
various  obscure  and  doubtful  statements  of  the  legends,  these 
are  the  only  neighbouring  peoples  of  which  we  can  affirm  with 
tolerable  certainty  that  they  were  the  forerunners  of  the  Hellenes 
in  culture.  With  the  Pelasgi  we  are  not  much  concerned. 
They  were  great  builders  and  great  reclaimers  of  land.  They 
settled  all  over  Greece,  and  especially  in  such  rich  plains  as 
those  of  Thessaly  and  of  Argos.  But  their  literary  character 
is  nowhere  attested.  Nor  have  we  remaining  any  certain  trace 
of  their  language,  save  the  words  Argos  and  Larissa,  which 
(as  interpreted  to  mean  plain  and  fortress)  point  to  these  very 
tastes.  They  seem  to  have  been  a  peace-loving,  quiet  people  ; 
and  if  they  built  everywhere  great  forts,  such  as  was  the 
Pelasgic  ring  wall  of  the  Acropolis  at  Athens,  they  were  not, 
like  the  Leleges  or  Minyans,  famed  for  pillage  and  war. 
They  must  have  been  a  settled  and  agricultural  race,  opposed 
to  the  roving  pirates,  whom  they  doubtless  dreaded. 

One  fact  connected  with  literature,  and  one  only,  may  be 
traced  to  them.  It  was  they  who  received  from  the  Phoenicians 
the  letters  of  the  alphabet,  adapted  from  the  Egyptian  hieratic 
character  by  these  traders.  The  varying  appellations  of  Cad- 
mean,  Phoenician,  and  Pelasgic  letters  seem  clearly  to  attest  this. 
Despite  Herodotus'  condemnation  of  their  language,  they  were 
doubtless  of  Aryan  descent 1  ;  and  one  thing  is  clear,  that  the 
change  of  Greece  from  its  Pelasgic  to  its  Hellenic  state  was  no 

1  Emile  Burnouf  believes  them  to  have  been  akin  to  the  present  Alba- 
nians, whom  later  invasions  have  reinstated  in  many  parts  of  Greece. 
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sudden  revolution  or  conquest,  but  a  gradual  absorption  of  the 
older  and  weaker  in  the  new.  The  most  venerable  elements  in 
the  Hellenic  religion  were  adopted  from  them,  and  there  is  no 
nobler  invocation  in  the  Iliad  than  that  of  Achilles  to  the  old 
Pelasgic  Zeus  of  Dodona  that  ruled  in  the  heavens.1  This  ap- 
peal agrees  well  with  the  interesting  notice  of  Herodotus,  that 
they  worshipped  their  gods,  but  without  names  or  divers 
functions,  in  simple  and  silent  adoration.  Hence  it  came  that 
they  were  reverenced  by  the  Romans  for  their  religion. 

§  n.  The  legends  about  the  Thracians  are  of  quite  a  different 
order.  This  remarkable  people  appear  from  the  notices  of  the 
Iliad  to  have  been  allied  rather  to  the  Phrygians  than  to  the 
western  Greeks.  The  Phrygians  have  been  proved  from  the 
extant  words  of  the  language  to  be  not  only  Aryans,  but  Aryans 
of  the  European  branch  ;  and  thus  we  can  conceive  an  early 
culture  among  the  great  Phrygio-Thracian  tribes  extending  to 
the  borders  of  Thessaly.  However  this  may  be,  we  hear  of  a 
school  of  Thracian  minstrels,  of  whom  Orpheus  is  the  best 
known  name,  which  is  associated  with  the  district  of  Pieria — a 
region  not  very  clearly  defined,  and  apparently  moving  gradually 
southward,  till  we  find  it  about  the  slopes  of  Mount  Olympus.2 
These  singers  were  specially  devoted  to  the  worship  of  the 
Muses — three  goddesses  who  are  always  associated  with  wells 
and  water-springs,  and  who  were  the  special  patronesses  and 
inspirers  of  poetry.3    There  are  traces  of  these  Thracian  bards 

1  Cf.  n  233.     Ze5  ava,  AwSouvcue,  TleAaaryiKe,  tt)\6Qi  vaxwv, 

AcoSwvtjs  jAiZiuv  Svcrx^^pov  k.t.\. 

2  It  has  been  well  pointed  out  by  many  scholars  that  the  legendary 
Thracians  of  Attica  and  the  historical  Thracians  have  nothing  in  common, 
and  that  not  impossibly  the  mythical  Thracians  were  pure  Ionian  Greeks 
(cf.  Petersen  in  Ersck  unci  Grader's  Encyclop.  vol.  Ixxxv.  p.  271)  ;  at  all 
events,  they  were  a  distinct  people,  with  a  distinct  religion  and  polity. 

3  The  names  for  them  at  Helicon  were,  in  Pausanias'  day,  iJ.vr\v-f\,  fj.e\er-(i, 
and  ccoiStj  ;  at  Delphi,  according  to  Plutarch,  viraTij,  /uc'cnj,  and  j'tjttj, 
from  the  principal  strings  of  the  lyre.  The  three  Charites  of  Orchomenus 
seem  to  correspond  to  them  (Paus.  ix.  35).  In  later  days  the  number  was 
nine,  and  the  names  quite  different.  Pergk  absurdly  suggests  the  Lydian 
fj.a>v=.  water,  as  the  origin  of  Movaa,  which  is  rather  =  uovr -j'a,  and  con- 
nected with  the  root  of  udfTis. 
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down  through  the  mountains  of  Phocis  to  Delphi  and  round 
about  Parnassus ;  and  still  more  certainly  are  they,  and  with 
them  the  worship  of  the  Muses,  associated  with  the  northern 
slopes  of  Helicon.  There  is  no  range  through  all  Greece  so 
rich  in  springs  and  tumbling  brooks  as  the  northern  slopes  of 
Helicon,  and  men  might  well  imagine  it  a  favourite  abode  of  god- 
desses, who  loved  this  most  speaking  voice  in  nature.  It  is  here 
that  the  author  of  the  Theogony,  ascribed  to  Hesiod — possibly 
Hesiod  himself— fixes  their  abode,  when  he  calls  them  to  come 
from  Pieria  at  the  opening  of  his  didactic  poem.  The  estab- 
lishment of  the  worship  of  the  Muses,  which  the  Thracian  school 
had  introduced  from  Pieria,  is  perfectly  demonstrated  by  its 
persistence  up  to  the  days  of  Hesiod,  and  the  so-called 
didactic  and  genealogical  epics. 

Attic  legends  seem  to  indicate  that  the  Thracians  were  not 
mere  singers,  and  that  they  sought  to  extend  their  influence 
Still  further.  The  legend  of  the  war  of  Eumolpus,  the  Thracian 
warrior,  king  and  bard,  against  Erechtheus,  king  of  Athens,  im- 
plies that  the  Thracians  extended  their  power  from  the  slopes 
of  Helicon  across  the  glades  and  gorges  of  Cithaeron  to  its  last 
spur — the  citadel  of  Eleusis.  This  approach  so  threatened 
Athens,  that  the  legends  represent  Erechtheus  engaged  in  a 
desperate  struggle  with  Eumolpus,  and  victorious  only  by 
the  aid  of  human  sacrifices — the  voluntary  death  of  his  own 
daughters.  This  legend,  now  glorified  by  Mr.  Swinburne's 
splendid  drama,  may  have  real  facts  underlying  it ;  and  it  is,  in 
any  case,  in  consonance  with  the  other  hints  collected  by  Strabo 
and  Pausanias.  Certain  it  is  that  the  mysteries  of  Demetei 
and  Persephone,  celebrated  by  the  Athenians  at  Eleusis  all 
through  history,  were  under  the  special  direction  of  the  clan  of 
the  Eurnolpidae,  who  professed  to  trace  their  origin  to  this 
Thracian  ancestor.  His  name,  like  that  of  Musaeus,  shows 
clearly  enough  his  connection  with  the  old  worship  of  the 
Muses,  and  their  poetic  inspiration. 

§  12.  Our  oldest  direct  evidence  for  Orpheus  is  the  fact  that 
in  Peisistratus'  day  his  name  was  sufficiently  venerable  to  produce 
and  protect  extensive  forgeries  ;  but  it  is  probable  that  Hera- 
cleitus,  who  could  hardly  have  been  deceived  by  Onomacritus, 
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believed  not  only  in  Orpheus,  but  in  some  of  the  extant  writings 
attributed  to  him. l  The  mention  of  his  poems  by  Pausanias  is 
very  interesting.  'Whoever,'  says  he,  'has  made  a  critical 
study  of  poetry,  knows  that  the  hymns  of  Orpheus  are  each 
composed  in  the  briefest  form,  and  are  altogether  very  few  in 
number.  The  Lycomidae  (an  Attic  clan)  know  them  and  sing 
them  in  accompaniment  to  the  ceremonies  (of  the  mysteries). 
In  elegance  they  would  rank  second  after  the  hymns  of  Homer, 
at  any  rate,  but  they  are  more  highly  honoured  than  these  on 
account  of  their  religious  spirit.'  In  another  place  (i.  14,  3), 
he  distinctly  rejects  poems  attributed  to  Orpheus,  and  doubtfully 
to  Musseus.  This  Musseus  was  supposed  to  have  been  a  pupil 
or  successor  to  Orpheus. 

There  are  other  names  which  Pausanias  considers  still 
older— Linus,  the  personification  of  the  Linus  song  mentioned 
by  Homer,  and  from  early  times  identified  more  or  less  with  the 
Adonis  song  of  the  Phoenicians  and  the  Maneros  of  the  Egyp- 
tians. After  Linus  came  the  Lycian  Olen,  the  oldest  composer  of 
Greek  hymns  known  (Paus.  ix.  27,  2),  whose  style  was  adopted 
by  Orpheus,  and  also  by  Pamphos,  the  oldest  hymn-poet  among 
the  Athenians.  A  hymn  of  this  Pamphos  to  Eros  was  sung  at 
the  mysteries  by  the  Lycomidae,  along  with  those  of  Orpheus. 
Several  of  his  hymns  are  referred  to  by  Pausanias.  With  the 
old  Delphic  contests  in  music  and  poetry  were  connected 
Chrysothemis,  Philammon,  and  his  son  Thamyris,  who  were 
said  to  be  the  first  three  victors  recorded  at  these  contests. 
Orpheus  and  Musseus  were  distinctly  reported  to  have  ab- 
stained from  contending,  as  being  of  too  great  fame,  and  also 
connected  with  a  different  worship.2     The  names  of  Bakis  and 

1  Bergk  calls  attention  to  Euripides'  Alcestis  (v.  967)  and  the  scholia. 
Cf.  for  the  following  statement,  Pausanias,  ix.  30,  12. 

2  The  various  relations  or  genealogies  of  these  poets  referred  to  by 
Pausanias,  Diodorus,  and  Suidas  are  irreconcilable,  and  are,  indeed,  not 
worth  reconciling.  Some  called  Thamyris  the  eighth  poet  before  Homer, 
some  the  sixth.  Charops,  CEagrus,  Orpheus,  Musseus,  Eumolpus,  Philam- 
mon, Thamyris,  is  one  suggested  order.  The  object  of  these  legends  is 
various  :  first,  to  account  for  the  transference  of  the  mysteries  and  their 
poetical  rites  from  Thrace  to  Athens ;  secondly,  to  bring  the  Delphic  oracle 
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Lycus  were  known  as  the  authors  of  antique  oracles,  all  of  them 
probably  spurious.  This  only  is  to  be  observed  about  the  old 
responses  of  the  Delphic  oracle,  that  while  the  extant  rhdra 
of  Lycurgus  seems  to  be  literally  an  oracular  response  in  the 
Delphic  dialect,  we  are  told  that  the  hexameter  verse  was  first 
invented  at  Delphi,  either  by  Phcmonoe,  the  first  priestess, 
or  by  Olen,  when  he  founded  the  prophetic  shrine. 

This  inquiry  into  the  poetry  of  the  Greeks  before 
Homer  leads  us  to  some  very  natural  and  some  very  strange 
results.  In  the  first  place,  no  educated  Greek,  except  perhaps 
Herodotus,  seems  to  have  denied  the  existence  of  poems,  far 
less  of  poets,  anterior  to  Homer.  The  tradition  about  these 
poets  is  all  the  more  trustworthy,  because  they  are  not 
represented  in  any  sense  as  forerunners  of  Homer.  For,  in 
the  second  place,  all  the  poems  attributed  to  these  men 
were  either  lyrical  or  oracular ;  they  were  all  short,  and  they 
were  all  strictly  religious.1  In  these  features  they  contrasted 
broadly  with  the  epic  school  of  Homer.  Even  the  hexame- 
ter metre  seems  not  to  have  been  used  in  these  old  hymns,  and 
was  called  a  new  invention  of  the  Delphic  priestess.  Still 
further,  the  majority  of  these  hymns  is  connected  with  mys- 
teries apparently  ignored  by  Homer,  or  with  the  worship  of 
Dionysus,  which  he  hardly  knew. 

§  13.  Indeed  the  Homeric  poems  seem  to  ignore  all  Pelas- 
gian  religion  (save  in  a  single  appeal  to  Zeus);  they  seem  to 
ignore  the  Thracian  bards  and  their  Muse-worship ;  they  speak 
of  the  rich  shrine  of  Delphi  without  even  naming  an  oracle.  It 
is  therefore  plain  that  if  these  early  bards  were  really  the 
forerunners  of  Homer  in  time,  they  can  in  nowise  be  called 
his  teachers  or  forerunners  in  poetry.  He  seems  to  start  from 
quite  a  fresh  commencement,  like  Archilochus,  like  ^Eschylus, 
like  Theocritus,  and  to  start  up  among  a  people  who  knew 
poetry,  but  of  a  different  sort. 

What,  then,  were  the  real  beginnings  of  Epic  poetiy,  and 
who  prepared  the  way  for  the  great  Iliad  as  we  have  it  ?     To 

— really  a  different  religion — into  relation  with  them  ;  and,  lastly,  to  satisfy 
the  universal  desire  of  bringing  great  men  of  old  into  near  relationship. 
Thus  of  Thamyris  Suidas  says  (sub  voc. )  :  Zypaiie  ue'A.77  real  acr/xara. 
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this  question  we  can  only  answer  by  a  probable  theory,  which  now 
indeed  has  been  accepted  by  many  competent  critics,  which  is 
however  not  based  directly  on  positive  facts,  but  on  reasonable 
inferences.  The  hexameter  verse  was  consistently  attributed 
to  the  Delphic  priests,  who  were  said  to  have  invented  and 
used  it  in  oracles.  In  other  words,  it  was  first  used  in  religious 
poetry.  If  we  examine  its  structure,  as  opposed  to  the  shorter 
and  more  varied  lyric  measures,  it  is  evidently  composed  and 
intended  for  sustained  narrative,  and  for  poems  of  consider- 
able length.  There  is  no  doubt  that  the  priests  did  com- 
pose such  works  for  the  purpose  of  teaching  the  attributes 
and  adventures  of  the  gods,  and  bringing  into  harmony  the 
various  local  myths  concerning  them.  These  genealogies  of 
the  gods  were  called  Thcogonies,  and  we  have  still  under  the 
name  of  Hesiod  a  poem  of  this  class,  which,  though  later 
than  Homer,  appears  to  have  been  composed  upon  a  far  earlier 
model,  and  affords  an  example  of  these  didactic  religious 
works.  It  may  be  that  the  earlier  lyric  hymns  contained  short 
descriptions,  such  as  we  find  them — an  epic  element — in  the 
remains  of  Pindar  and  Stesichorus ;  but  the  superior  evenness 
and  calm  of  the  hexameter  must  soon  have  made  this  species 
of  verse  generally  preferred  for  narrative  purposes. 

§  14.  With  the  gods  were  closely  connected  the  heroes, 
who  ruled  over  the  tribes  in  these  old  feudal  days,  and  it  was 
impossible  to  treat  of  the  descendants  of  the  gods  without  record- 
ing the  legends  of  older  days  in  the  history  of  the  nation.  So 
the  genealogies  and  acts  of  demigods  and  of  men  came  to  be 
treated  in  connection  with  the  Theogonies  of  the  priests. 
Such  old  genealogical  epics  were  said  to  have  survived  long 
among  the  Peloponnesians.  But  the  secular  element  gradually 
made  way,  especially  among  the  luxurious  and  worldly  Ionians, 
and  a  class  of  bards  who  were  not  priests  began  to  treat  the 
histories  of  the  heroes  and  their  adventures,  in  fact,  the  kXece 
avZp&v*  of  Homer,  which  delighted  the  Ionic  chiefs  and  their 

1  This  phrase— the  acts  of  renowned  men— seems  almost  a  technical  one. 
Achilles  (I  1S9)  oeiSt  8'  &pa  /cAe'a  avSpuv,  in  his  tent,  evidently  older  heroes  ; 
SO  again,  v.  524,  oirrco  ko.1  tuv irp6(T0ev  eVei/Oo^efla  K\eaav5pwv  k.t.A.  Again 
(673),  Mova'  cm'   6ot5ov  ai/iiKu/  aciSeuevai  K\ea  avSo&v ;  and  so  Hesiod, 
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courts.  Thus  epic  poetry,  from  having  been  purely  religious, 
became  purely  secular.  After  having  treated  men  and  heroes 
in  subordination  to  the  gods,  it  came  to  treat  the  gods  in  rela- 
tion to  men.  Indeed  it  may  be  said  of  Homer,  that  in  the  image 
of  man  created  he  God.1  The  statement  of  Herodotus,  that 
Homer  and  Hesiod — the  poet  of  adventure  and  the  genealogist 
— made  the  religion  of  the  Greeks,  and  assigned  to  the  gods  their 
epithets  and  functions,  is  apparently  true,  and  full  of  import.2 

We  must  take  care  not  to  understand  him  as  if  these  poems 
had  created  or  even  commenced  this  transformation.  It  is 
plain  enough  that  Homer  and  Hesiod  represent,  both  theo- 
logically and  socially,  the  close  of  a  long  epoch,  and  not  the 
youth  of  the  Greek  world,  as  some  have  supposed.  The  real 
signification  of  many  myths  is  lost  to  them,  and  so  is  the  im- 
port of  most  of  the  names  and  titles  of  the  elder  gods,  which 
are  archaic  and  strange,  while  the  subordinate  personages  gene- 
rally have  purely  Greek  names.  Such  epithets  as  Argeiphontcs, 
Tritogeneia,  and  Philommeides  (laughter-loving)  seem  purely  tra- 
ditional ;  indeed,  the  latter  is  wrongly  interpreted  by  Hesiod 
{T/ieog.  198)  from  fiftha.  Speculations  about  these  words  were 
common  in  the  Boeotian  school.  Some  picturesque  epithets, 
such  as  rvt,  dot),  which  seem  to  indicate  the  first  surprise  of 
northern  tribes  at  the  rapid  sunsets  in  southern  Greece,  may  be 
also  traditional,  and  derived  from  old  hieratic  poetry. 

But    in   Homer's  time  the  whole    character   of   popular 

Theog.   99,  who  shows  the  combination  of  the  gods  and  heroes  in  this  sort 

of  poetry, 

avTap  aotfibs 
Movadoiv  Qepdiruv  K\eia  irporepuv  avBpwirwv 
vfxvfiffri  paKapas  Te  Oeovs  o'2  "O\vfj.woy  tyovaiv. 

Cf.  also  the  Hymn  to  Del.  Apollo,  160.  These  passages  are  collected  by 
Bergk,  Literatitrgeschichte,  i.  p.  347. 

1  Cf.  Aristotle,  Pol.  i.  1  (p.  1252  b)  for  this  oft-repeated  idea. 

-  Bernhardy  (Hist.  Lit.  ii.  1,  78)  cautions  us  against  exaggerating  the 
words  of  Herodotus  so  as  to  comprise  the  whole  religion  of  the  Greeks. 
He  believes  that  real  faith  and  religious  feeling  were  strong  in  the  race,  and 
kept  up  by  cults,  and  by  simple  prayer  and  devotion,  very  generally.  It 
was  the  combination  of  plastic  art  with  epic  poetry  which  made  the  mytho- 
logical notions  of  Homer  and  Hesiod  so  prominent. 


18  HISTORY  OF  GREEK  LITERATURE.      CH.  II. 

religion  had  become  altered  and  humanised;  the  wars,  and  ad- 
ventures, and  passions  of  men  had  become  the  centre  of  interest 
among  the  poets.  We  must  not  imagine  that  the  older  and 
simpler  religion  wholly  disappeared.  As  the  common  people 
went  on  singing  their  Linus  and  Ialemus,  and  jesting  at  their 
marriage  and  vintage  feasts,  so  schools  of  priests  and  didactic 
bards  kept  up  the  old  genealogical  epics  about  the  gods  and 
their  human  descendants,  especially  in  the  poorer  Pelopon- 
nesus, and  in  Boeotia,  while  the  rich  and  prosperous  Ionians 
revelled  in  the  glories  of  Homer.  But  so  strongly  was  the 
predominance  of  the  Ionic  epos  felt,  that  the  Ionic  dialect 
was  universally  adopted  in  didactic  poems  ;  and  genealogical 
poems,  nay,  even  the  responses  of  the  Delphic  oracle,  were 
composed  in  this  dialect,  which  was  widely  different  from  most 
of  those  spoken  in  Greece  proper. 

The  great  brilliancy  of  Homer  has  completely  eclipsed  all 
the  earlier  stages  of  the  Epos.  He  alludes  to  many  stories 
which  appear  to  have  been  treated  before  him  in  shorter  lays  ; 
he  speaks  of  the  hunt  of  Calydon,  of  the  exploits  of  Nestor,  of 
the  labours  of  Heracles,  of  the  good  ship  Argo,  as  well  known  ; 
he  alludes  to  the  wars  of  the  gods,  and  cites  a  Catalogue  of 
famous  women."  It  may  be  well  not  to  conclude  this  preli- 
minary sketch  without  noting  these  epic  subjects  referred  to  in 
the  Iliad  and  Odyssey,  as  well  as  the  chief  popular  songs 
which  Homer  mentions,  and  which  have  left  some  traces  even 
in  historical  times. 

§  15.  Taking  the  Iliad  separately,  as  the  older  of  the  poems, 
and  therefore  furnishing  the  clearest  evidence  as  to  what  earlier 
epic  lays  must  have  existed,  we  find  a  considerable  body  of 
stories  mentioned  in  such  a  way  as  to  make  it  extremely  pro- 
bable that  they  were  no  mere  current  popular  tales,  but  had 
been  poetically  treated.  This  is  surely  the  case  with  the 
legends  of  the  wars  and  conflicts  among  the  gods  in  A  396  sq., 
E  380  sq.,  Z  130  sq.,  O  10  sq.  Some  of  these  are  conflicts  for 
supremacy  among  the  gods  ;  others  are  quarrels  about  or  with 
men.  Both  are  quite  foreign  to  popular  poetry,  and  show  the 
influence  of  a  school  of  priests  or  theologians  who  were  rapidly 
becoming  secular.     The  actual  battle  of  the  gods  in  <I>  is  a  speci- 
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men  of  this  sort  of  work.  There  is  less  obvious,  but  still  dis- 
tinct mention  of  genealogical  epics  in  2  38  sq.  and  5  201,  246. 
But  the  great  mass  of  legends  alluded  to  are  the  adventures  of 
earlier  heroes,  such  as  Tydeus,  Meleager,  Heracles,  and  Bellei- 
ophon ;  as  well  as  of  celebrated  wars,  such  as  those  with  the 
Amazons  and  Centaurs.  There  are  even  earlier  legends  about 
heroes  at  the  Trojan  war  presupposed,  as  is  the  case  with 
Achilles  and  Hector  among  those  present,  and  Philoctetes  and 
Protesilaus,  among  those  absent  or  dead.  Even  should  it  be 
held  that  some  of  these  were  mere  current  talk,  preserved 
among  the  people  as  oft-told  tales,  yet  such  is  the  number  of 
them,  and  such  the  character  of  some  of  them,  that  no  fair 
critic  could  possibly  deny  the  existence  of  a  large  number  of 
shorter  lays  of  an  epic  character  earlier  than  the  Iliad,  and 
even  presupposed  by  it. 

§  16.  Let  us  pass  to  the  popular  poems  alluded  to  in  the 
same  way.  Euripides,  who  was  something  of  an  antiquary, 
draws  a  picture  of  women  at  the  loom,  like  Calypso  and  Circe 
in  the  Odyssey,  singing  epic  lays  to  the  sound  of  the  plying 
shuttle.1  In  his  day  no  such  cu&tom  existed;  whether  he  is 
correct  in  drawing  this  picture,  we  cannot  now  tell ;  he  is 
certainly  the  best  authority  we  could  have  in  his  -own  time. 

As  Linus  and  Ialemus  were  afterwards  personified  as  sons 
of  the  Muses,  the  subjects  of  sad  ditties  sung  on  various  occa- 
sions among  the  people,  so  Hymenreus  was  the  personified 
marriage  song,  of  which  we  find  distinct  mention  in  Homer.2 
All  these  were  evidently  choral  performances,  accompanied  by 
pipes  and  harps,  as  well  as  by  a  dancing  chorus  of  youths,  and 

1  out'  eVi  KepKtfftv, 
ovre  \6yois 

tpariv  aiov  evrvxias  jtieTe'xf"' 
OeSdrv  TiKva  Qvarols, 

says  his  chorus  {Ion,  v.  506).     And  again,  v.  196  of  the  same  play, 

os  ifj.ai(Ti  fx.v- 
Oeverai  irapct  iryjuaLS 
atrvitrras  'l6\aos. 

2  The  scholiast  on  2  570  gives  the  following  specimen  of  the  Linus 
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the  last  was  sung  during  the  procession  of  the  bride  to  her  new 
home.  So  the  Threnus  or  funeral  dirge  seems  a  choral  song, 
but  with  solos  interspersed,  as  may  be  inferred  from  the  de- 
scriptions in  the  last  books  of  the  Iliad  and  Odyssey.  Hecuba, 
Helen,  and  Andromache  each  make  a  separate  lament  over  the 
body  of  Hector,  and  this  seems  an  expansion  of  the  simpler 
and  shorter  account.1     In  the  Odyssey  the  nine  Muses  lead 

song,  which  has  been  variously  emended  and  restored.  I  quote  it  accord- 
ing to  Bergk's  version  (Fragg.  Lyr.  p.  1297)  — 

Si  Aiue  iracri  6eo?criv 
TSTi/ueVe,  crol  yap  tSwxav 
ttowto)  fxeAos  avOpwiroHTtif 
(poivais  \ryvpcus  ae'icrai' 
*oi73os  5e  Korea  <r'  avaipel, 
Movaai  Se  ae  6pj]veouo~iv. 

Probably  the  dialect  of  this  song  has  been  considerably  modernised,  but  the 
metre  seems  very  primitive,  and  is  probably  that  from  which  the  hexa- 
meter was  formed.  The  lines  vary  in  pairs,  and  may  be  called  parcemiacs, 
or,  better,  dactylic,  with  01  without  an  anacrusis,  thus  :  w  |  _ww  |  _  j"^  | .  w. 
Leaving  out  the  first  anacrusis,  we  find  that  each  pair  of  these  lines,  with 
at  times  the  slightest  alteration,  can  form  an  hexameter.  This  origin 
would  also  account  for  the  importance  of  the  strong  caesura  in  hexameters, 
which  was,  in  fact,  the  old  point  of  junction  of  separate  lines.  We  have 
fragments  of  Hymenceal  hymns  by  Sappho  {Fragg.  91  sq.,  Bergk),  of 
which  the  first  may  possibly  be  an  imitation  of  the  old  popular  form  : — 

fyoi  5);  to  jueAafyxn- 

'tf.ii)vaov 
aeppere  TtKTOves  SfSpe.. 

'Y/J.-fi  vaov 
yd.fj.Ppos  epx6Tal  ^<ros  "Apeta 

'T/j.7)vaov 
avdpos  ixeyaAo)  ir6\v  fielfav 

'tfi^vaov. 

Here  the  metre  is  apparently  the  same  as  in  the  Linus  song.  It  is  not 
probable  that  the  beautiful  chorus  of  Euripides'  Phaethon,  beginning  ifx^v, 
vfxriv,  is  meant  for  a  hymenoeus,  it  seems  rather  an  ode  to  Aphrodite.  This 
would  most  appropriately  be  sung  by  the  chorus,  while  the  real  procession 
was  supposed  to  have  gone  to  the  bridegroom's  house. 

1   CI  720  :   Trapa  8'  ei'ffav  doiSous, 

Oprivcov  t^dpxovs,  o'ire  arovueaaav  aotSi^v 

ol  fiev  ap'  iOprjyeov,  tVl  8e  o~Tevdxovro  yvvcuKes, 
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the  Threnus,  supported  by  the  Nereids.  If  we  are  to  trust  the 
descriptions  of  the  Iliad,  the  Threnus  was  not  a  fixed  formula, 
but  a  rehearsal  of  the  virtues  of  the  dead — a  form  of  lament 
common  to  almost  all  ages  and  nations.  But  of  course  the 
epic  poet  must  have  modified  the  original  metre,  which  can 
hardly  have  been  hexameter. 

The  rest  of  the  fragments  of  that  Greek  popular  poetry 
which  may  have  been  in  vogue  before  Homer,  but  which  is  not 
actually  mentioned  in  the  poems,  will  be  better  discussed  in 
connection  with  the  origin  of  lyric  poetry.  The  comic  or 
lighter  poems  ascribed  to  Homer,  such  as  the  Margites  and 
Eiresione,  which  show  peculiarities  in  metre  and  style  of  great 
interest,  will  be  treated  after  the  Homeric  hymns.  Enough 
has  here  been  quoted  to  prove  the  widespread  practice  of  danc- 
ing and  playing  together  with  lyric  singing,  partly  religious, 
like  the  paean  of  supplication  or  of  victory,1  partly  secular,  such 
as  war-dances  and  dances  at  feasts.  We  have  also  shown  the 
almost  certain  existence  of  shorter  epics,  both  heroic  and 
genealogical.  Such  were  the  conditions  of  literature  from  which 
Homer  or  the  Homeric  poems  sprang. 

1  a  473,  x  391. 


CHAPTER    III. 

THE     HOMERIC     POEMS. — HISTORY      OF    THEIR      TRANSMISSION 
FROM   THE   EARLIEST   DAYS.  —  EDITIONS,    SCHOLIA,    ETC. 

§  1 7.  The  first  great  problem  which  meets  us  when  we  ap- 
proach this  subject  is  that  of  the  origin  and  composition  of  the 
Homeric  poems.  Was  this  wonderful  species  of  Greek  litera- 
ture created  by  the  transcendent  genius  of  a  single  man,  or 
was  it  the  outgrowth  of  a  series  of  lesser  men  and  lesser 
poems?  Is  Homer  a  real  and  historical  person,  or  is  he  only 
the  imaginary  author  to  whose  single  genius  was  ascribed  the 
combined  excellence  of  many  men,  together  with  the  organis- 
ing and  combining  talent  of  later  hands?  Were  the  Iliad 
and  Odyssey  handed  down  from  prehistoric  days  substantially 
in  the  form  which  they  now  present,  and  did  the  arrangers 
(diavKevaarai)  of  Solon's  and  later  days  only  restore  the 
original  order,  or  were  the  elements  of  these  works  lying  in 
their  original  disorder  and  confusion  when  Onomacritus,  or 
Theagenes,  or  Antimachus  brought  them  into  unity,  thus 
creating  an  Iliad  and  an  Odyssey  which  had  never  before 
existed  ? 

This  is  the  first  great  problem  on  which  an  historian  of 
Greek  literature  must  make  up  his  mind.  It  is  not  to  be 
expected  that  he  will  now  be  able  to  discover  a  new  theory, 
seeing  that  all  possible  hypotheses  have  already  been  suggested. 
It  is  not  to  be  expected  that  he  will  reconcile  the  majority  of 
scholars,  who,  having  long  since  compromised  themselves  by 
declaring  for  various  solutions,  will  not  desire,  or  indeed  be 
able,  to  shake  off  their  long-adopted  and  cherished  convictions. 
But  what  is  fairly  to  be  demanded  from  him  is  a  critical  esti- 
mate of  the  controversy  up  to  its  latest  stage,  and  a  survey  of 
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how  much  certainty  has  been  attained,  and  how  much  doubt 
still  remains,  in  the  present  state  of  Homeric  controversy. 
Nor  is  it  fair  to  the  student  that  this  survey  should  be  con- 
cluded without  the  critic's  venturing  to  express  his  own  convic- 
tions on  the  subject. 

Perhaps  the  best  way  of  approaching  these  complicated  and 
difficult  problems  is,  in  the  first  instance,  to  dispose  of  the 
external  history  of  the  poems. 

§  18.  We  need  but  cast  a  passing  glance  at  the  legends 
current  among  the  Greeks  about  Homer  as  a  person,  and  as 
the  author  of  the  great  epics.  It  is  quite  certain  that  the  ex- 
tant lives  of  Homer,  attributed  to  Herodotus  and  to  Plutarch, 
have  no  authority,  and  that  even  the  most  critical  inquirers 
of  an  earlier  age  could  find  out  nothing  trustworthy  about 
him.1  The  very  name  of  the  poet  has  been  variously  explained, 
and  has  given  rise  to  long  controversies.  The  older  mean- 
ings  of  hostage,  companion,  or  blind  have  given  way  before  the 
theory  that  the  name  is  somehow  compounded  with  opoi: 
Welcker  suggested  o/iov  and  apu,  in  the  sense  of  '  connector  of 
lays.'  Upon  this  G.  Curtius  observes  that  the  root  up  had 
originally  an  intransitive  sense,  so  that  with  this  derivation  the 
word  would  mean  the  '  bond  of  union,'  or  centre-point  of  the 
legends.2 

1  See  the  critical  discussion  of  these  lives,  eight  in  number,  in  Senge- 
busch's  Horn.  Diss,  prior,  pp.  1  sq.  Four  are  anonymous,  another  attri- 
buted to  Porphyry,  and  one  of  the  fullest  is  in  Suidas'  Lexicon.  None  of 
them  seems  to  be  older  than  the  age  of  Augustus,  and  some  of  them  are  cer- 
tainly as  late  as  the  2nd  century  A.  D.  That  attributed  to  Plutarch  (who 
had  really  written  upon  Homer)  is  not  more  genuine  than  that  ascribed  to 
Herodotus.  The  extant  wywv,  or  contest  of  Homer  and  Hesiod,  though  it 
may  preserve  old  legends,  mentions  Hadrian,  and  is  therefore  not  prior  to 
his  reign.     Modern  critics  refer  its  origin  to  Alcidamas. 

-  But,  as  Sengebusch  and  others  observe,  this  derivation  would  imply 
among  ^Eolians  and  Dorians  a  form  "Ofidpos,  which  never  occurs.  All  the 
Doric  citations  agree  in  the  form  "Ofx-qpos.  This  seems  to  show  that  the  ori- 
ginal form  was  not  "Ofxapos,  buf'Ofiepos  or"0/xapos,  and  this  not  formed  from 
6fj.ov  and  dpta  (which  would  give  as  dialectical  forms  "O/xipos  and  "O/xeppos), 
but  from  6/j.ov,  with  a  mere  suffix,  in  the  sense  of  '  the  harmonious.'  This 
is  the  derivation  preferred  by  Diintzer  and  Sengebusch.  Upon  this  theory 
it  may  be  identified  with  the  'Oavptiros,  and  the  more  celebrated   &dp.vpis, 
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§  19.  The  still  wider  controversies  as  to  the  age  and  the 
birthplace  of  the  poet  were  idle  and  resultless,  till  new  light 
came  to  be  thrown  upon  the  causes  of  the  variations  among 
the  ancients,  first  by  the  researches  of  Carl  Miiller,  and  more 
recently  by  Sengebusch.  We  will  consider  the  dates  first. 
These  may  be  fairly  divided  into  those  of  conjecture,  and 
those  of  tradition.  Thus,  among  the  former,  Crates  placed 
Homer  60  years  after  the  Trojan  war  ;  Philochorus  180  years  ; 
Eratosthenes  240  years  ;  others  in  Archilochus'  or  Lycurgus' 
times.  Miiller  was  the  first  to  show  that  in  these  chronological 
speculations  the  learned  Greeks  used  astronomical  cycles,  par- 
ticularly  that  of  sixty  solar  years,  which  corresponded  to  sixty- 
three  lunar.  Hence  the  apparently  precise  number  of  years  post 
Troica  merely  mean  the  number  of  cycles,  or  multiples  of  sixty, 
which  were  supposed  to  have  elapsed,  of  which  the  seventh  co- 
incided with  Lycurgus,  and  the  eighth  with  Archilochus. 

These  speculations  were,  however,  suggested  by  the  tra- 
ditional dates  asserted  in  sundry  towns,  which  laid  claim  to 
have  been  the  poet's  birthplace  or  residence,  and  the  dates  vary 
from  the  Athenian  tradition,  which  places  him  at  the  supposed 
time  of  the  Ionic  migration  (circ.  1043  B.C.),  to  the  Cretan, 
which  places  him  in  the  days  of  Thaletas  (625  B.C.).  The  par- 
ticular dates  variously  assigned  during  this  period  by  the  cities 
are  shown  with  great  probability  to  be  determined  by  genealo- 
gical if  not  by  astronomical  reasons.  In  the  genealogies  pre- 
served by  the  Ionic  clans  or  gentcs  in  the  Asiatic  towns,  the 
generation  was  specified  in  which  Homer  was  born.  Three 
generations  were  allowed  for  a  century.  Hence  the  Colopho- 
nians  placed  his  birth  at  Colophon,  132  years  before  the  first 
Olympiad  ;  the  first  year  of  which,  being  included,  makes  up 
four  generations.  »The  400  years  which  Herodotus  (cf.  above, 
p.  9)  mentions  as  the  interval  between  himself  and  Homer 
means  twelve  generations,  perhaps  in  the  genealogies  of  the 
Samians,  to  which  he  attached  great  importance.  We  thus 
obtain  a  logical  reason  for  the  apparent  precision  in  the  num- 
bers of  the  years  assigned  as  the  dates  of  Homer's  birth. 

who  are  mentioned  as  related  to  the  poet.     The  who!e  matter  is  carefully 
argued  by  .Sengebusch  (Diss.  Horn,  prior,  pp.  89-100). 
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§  20.  How  shall  we  account  for  the  extraordinary  diverg- 
ence of  place  and  of  date?  From  a  careful  comparison  of 
these  legends  Sengebusch  was  led  to  the  important  result 
that  they  severally  note  the  establishing  of  a  Homeric  school 
of  rhapsodes  in  the  various  cities,  and  from  this  evidence 
he  endeavours  to  construct  a  history  of  the  spread  of  epic 
schools  of  poetry  through  Greece.  Thus,  starting  from 
the  tradition  of  the  Athenians,  which  Aristarchus  adopted 
(possibly  from  Theagenes),  that  Homer  was  an  Athenian,  he 
holds  him,  or  his  poetry,  to  have  migrated  with  the  Ionic 
settlers,  first  to  the  island  of  Ios  (according  to  the  tradition  of 
that  people),  then  to  Smyrna,  at  the  time  when  the  Kymaeans 
sent  a  colony  there.  These  earliest  notices  may  possibly 
refer  to  a  personal  Homer.  The  traditions  of  the  Chians, 
Coiophonians,  Samians,  Milesians,  as  well  as  of  the  Cyprians, 
Cretans,  and  Lacedaemonians,  he  interprets  as  simply  the 
recollection  of  the  first  settlement  of  epic  schools — that  of 
Crete  by  Thaletas.  When  poems  with  local  allusions  (such  as 
the  Chian  Hymn  to  Apollo)  came  to  be  composed  by  suc- 
ceeding poets,  these  allusions  were  ascribed  to  the  original 
Homer,  and  his  birthplace  asserted  in  accordance  with  them. 
It  is  a  remarkable  corroboration  of  this  theory,  that  the  suc- 
cessive dates  assigned  by  the  various  towns  correspond  to 
the  natural  spread  of  the  Ionic  race  in  the  Eastern  Levant — 
Cyprus  and  Crete  being  the  latest  points  (with  the  latest 
traditional  dates)  ;  Ios  and  Smyrna  the  earliest,  and  directly 
attached  to  the  Athenian  date,  which  asserts  Homer  to  have 
gone  out  with  the  Ionic  migration. 

§  21.  There  are  many  traces  that  the  poems  early  attained 
a  great  and  widespread  reputation.  Midas,  king  of  Phrygia,  and 
Gyges,  king  of  Lydia,  who  lived  shortly  after  the  year  700  B.C., 
are  said  to  have  patronised  Greek  rhapsodists  at  their  courts,  as 
we  hear  from  Nicolaus  of  Damascus.  But  whatever  doubts 
may  be  entertained  about  these  kings,  it  is  probable  that  the 
prominent  place  given  to  Lycian,  Rhodian,  and  Cretan  heroes 
points  to  recitation  in  these  countries,  a  long  way  from  the 
original  home  of  the  poems.  The  enumeration  in  the  Cata- 
logue of  Rhodes,  Cos,  and  other   adjoining   islands,  on   the 

vol.  1. — 2 
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Greek  side,  though  their  situation  would  naturally  place  them 
with  the  Mysian  cities,  among  the  allies  of  the  Trojans,  is  a 
clear  evidence  how  strong  an  interest  was  taken  in  the  poems 
by  the  chiefs  of  these  islands.  This  far-reaching  influence  is 
also  proved  by  the  adoption  of  both  metre  and  dialect  of  the 
Ionic  epos  by  the  Delphic  oracle,  and  by  the  Boeotian  school  of 
Hesiod.  It  is  further  proved  by  the  consistent  avoidance  of 
Homer's  subjects  in  the  cyclic  poems,  or  by  other  epic  composers, 
who  flourished  during  an  epoch  reaching  back  from  Solon's 
day  for  a  long  period.  Lastly,  the  legend  that  Lycurgus  brought 
the  poems  to  Sparta,  though  perhaps  a  mere  copy  of  the  more 
authentic  stories  of  Solon's  care  to  preserve  them,  points  to  the 
belief  that  they  were  early  known  and  prized  in  the  Pelo- 
ponnesus. This  is  corroborated  by  Herodotus'  story  (v.  67), 
that  Cleisthenes  forbad  poetic  contests  in  reciting  Homer  at 
Sicyon,  on  account  of  the  prominence  the  poet  had  given  to 
Argos.  The  chest  of  Cypselus,  an  old  work  of  art  described 
by  Pausanias,  had  among  its  pictures  scenes  from  both  Iliad 
and  Odyssey. 

§  22.  The  first  difficulty  which  arises,  if  we  admit  this 
early  date  for  the  composition  of  the  Iliad,  is  to  account  for  its 
preservation  and  transmission  up  to  the  time  of  Solon,  who 
began  that  careful  study  of  the  old  epics  which  was  con- 
tinued by  Peisistratus  and  Hipparchus,  and  to  which  we 
doubtless  owe  the  present  form  and  completeness  of  both 
Iliad  and  Odyssey.  It  was  believed  in  old  times  that  both 
poems  were  written  down  by  Homer,  and  then  transcribed  and 
preserved  by  schools  of  rhapsodists.  This  opinion  was  ex- 
ploded as  soon  as  any  close  criticism  was  brought  to  bear  upon 
them,  and  has  never  been  maintained  since  Wolfs  refutation,  till 
resuscitated  by  Bergk,  who  endeavours  to  prove  that  writing, 
even  general  writing,  was  much  older  in  Greece  than  has  been 
supposed,  and,  though  he  still  maintains  that  the  composition  x 
of  a  great  epic  such  as  the  Iliad  is  impossible  without  writing, 

1  I  am  convinced  that  it  is  rather  the  composition  than  the  transmission 
of  the  great  epics  which  postulates  the  use  of  letters.  It  is  the  planning 
and  executing  the  structure,  not  the  remembering  of  it,  which  seems  almost 
unattainable  without  writing. 
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holds  that  it  probably  marks  the  very  time  when  this  instrument 
of  literature  first  came  into  use,  and  was  applied  to  perpetuate 
the  passing  thoughts  of  men.  But  when  he  fixes  this  epoch  as 
the  tenth  century  B.C.,  we  may  well  hesitate  and  wonder,  in  spite 
of  the  ingenuity  of  his  arguments.  He  has  indeed  established 
one  thing,  or  rather  recent  discoveries  have  established  one 
thing,  that  the  first  common  use  of  writing  was  generally  fixed  at 
too  late  a  date.  An  inscription  scrawled  by  Greek  mer- 
cenaries under  Psamatichus,  in  Upper  Egypt,  has  proved  that 
some  of  this  class  1  could  write  easily  about  the  year  600  B.C. 
— probably  fifty  years  sooner.2 

This  discovery  makes  it  almost  certain  that  the  Homeric 
poems  were,  or  could  have  been,  written  down3  about  700  B.C., 
and  thus  they  may  have  been  preserved  orally  only  for  a  very 
short  time.  The  analogy  of  early  French  and  German  epics  is 
quoted  to  prove  that  even  when  writing  exists  and  is  known, 
very  long  poems  are  preserved  and  recited  orally  without  seek- 
ing aid  from  this  invention.  But  there  existed  in  the  early 
Middle  Ages  a  severance  between  the  bard  and  the  literary 
classes  quite  foreign  to  Greek  life,  and  I  am  convinced  that  the 
rhapsodists  did  not  delay  to  seize  the  advantage  offered  to 
them. 

§  23.  As  to  the  oral  preservation  and  transmission  before 
the  art  of  writing,  many  scholars  have  cited  cases  of  extraor- 
dinary memory   in  bards   and  strolling  minstrels,   and  there 

1  It  is  usual  to  say  'even  such  hirelings'  could  then  write  ;  and  this 
argument  is  employed  both  by  Bergk  and  Professor  Geddes  to  argue  a  wide 
and  therefore  not  recent  diffusion  of  writing.  Eoth  of  them  forget  that  it 
was  often  the  highest  classes — exiled  nobles  like  Alcoeus  and  Antimenidas 
— who  served  as  mercenaries,  and  on  account  of  their  literary  talents,  which 
raised  up  enemies  against  them  at  home.  Indeed,  at  no  epoch  of  Greek 
history  did  the  higher  classes  despise  mercenary  service. 

2  This  depends  upon  whether  we  take  the  Psammetichus  then  reigning 
to  be  the  first  or  the  second  of  the  name.  Cf.  Kirchhoff,  Studienzur  Gesch. 
des  gricch.  Alphabets. 

3  The  reader  who  desires  to  see  this  question  more  fully  discussed  may 
consult  my  articles  in  Macmillarfs  Magazine  for  October  1878,  and 
February  1879,  with  Mr.  Paley's  reply  and  my  rejoinder  in  the  succeeding 
numbers. 
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is  no  impossibility  in  the  Iliad  or  Odyssey  having  been  so 
preserved,  especially  by  such  schools  or  guilds  of  rhapsodists  as 
certainly  existed  in  Greece.  In  fact,  in  addition  to  Creophylus 
of  Samos  and  Cynrethus  of  Chios,  both  of  whom  are  men- 
tioned as  friends  of  Homer,  or  early  preservers  of  his  poetry, 
the  main  source  of  early  traditions  about  Homer  seems  to  be 
among  the  clan  of  Homeridaj,  at  Chios,  who  claimed  him  as 
their  founder,  and  who  recited  his  epics  through  Greece.  In 
the  Hymn  to  the  Delian  Apollo  one  of  these  bards  speaks  of 
himself,  and  we  know  of  contests  being  held  among  them, 
such  as  are  described  in  the  alleged  contest  between  Homer 
and  Hesiod.  So  little  difficulty,  indeed,  does  there  appear  to 
have  been  in  preserving  the  poems,  that  a  quantity  of  epic 
songs  came  down  to  historical  times  along  with  the  Iliad  and 
Odyssey,  and  was  even  generally  referred  to  Homer,  until  a 
more  critical  taste  separated  the  wheat  from  the  chaff,  and 
acknowledged  the  two  great  poems  only.  And  not  only  were 
there  many  additional  poems,  and  many  additions  made  within 
the  poems  by  the  rhapsodists,  but  owing  to  the  fact  that  they 
were  usually  recited  in  cantos  or  separate  unities,  they  were 
remembered  in  fragments,  and  these  fragments  handed  down 
in  loose  and  uncertain  order. 

§  24.  Thus  we  must  conceive  Homer  as  reaching  the  first 
literary  epoch  in  Greece  in  some  such  condition.  With  the 
studies  of  Solon,  and  the  foundation  of  the  greatness  of  Athens, 
a  new  stage  begins  in  the  history  of  the  poems.  There  seems 
little  doubt  of  the  fact,  hinted  at  by  Pausanias  and  Plutarch,  but 
explicitly  stated  only  in  late  scholia — that  not  only  did  Peisis- 
tratus  and  his  son  Hipparchus  take  every  pains  to  circulate  the 
old  epics,  by  establishing  or  encouraging  musical  and  poetical 
contests,  at  which  recitations  took  place,  but  that  there  was 
even  a  sort  of  literary  commission  appointed  to  re-arrange  and 
edit  the  poems.'     This  commission  consisted  of  Orpheus  of 

1  Mr.  D.  B.  Monro  has  communicated  to  me  privately  his  doubts  about 
.he  whole  story,  which  he  regards  as  a  late  fabrication.  I  acknowledge  the 
frequent  absurdities  of  our  accounts,  which  mix  up  Zenodotus  and  Aristar- 
chus  with  I'eisistratus,  but  still  I  shall  believe  in  there  being  an  authentic 
tradition,  until  he  gives  us  liis  disproof  in  a  more  explicit  form. 
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Croton,  Zopyrusof  Heraclea,  Onomacritus  of  Athens,  and  of  a 
fourth,  whose  name  is  not  to  be  made  out,  owing  to  a  corrup- 
tion of  the  text  of  the  scholion.  No  doubt  these  men  did  very 
important  work,  but  what  work  they  did  is  not  easy  to 
discover.  It  is  asserted  that  the  version  or  edition  of  the 
poems  which  they  sanctioned  rapidly  superseded  all  others ; 
that  it  was  the  archetype  from  which  the  well-known  city 
editions  were  long  afterwards  copied,  and  we  know  that  these 
were  the  oldest  and  most  trustworthy  materials  which  the 
Alexandrine  critics  used.  At  the  same  time,  we  have  distinct 
tradition  that  Onomacritus,  apparently  for  political  purposes, 
interpolated  lines  of  his  own,  and  this  raises  a  suspicion  that 
the  commission  may  have  handled  the  great  epics  with  some- 
what reckless  hands. 

§  25.  There  are  modern  critics  who  think  that  to  Onoma- 
critus we  owe  the  whole  unity  and  structure  of  the  great  epics, 
which  had  never  been  before  united,  and  that  ne  not  only 
brought  together  the  separate  lays,  but  welded  them  together 
artistically,  so  as  to  produce  the  poems  as  we  now  have  them. 
This  opinion,  which  must  be  discussed  at  greater  length  here- 
after, is,  in  the  first  place,  in  distinct  conflict  with  our  tradition, 
which  states  that  he  restored  unity  to  the  poems  which  had 
been  so  composed,  but  separated  and  corrupted  by  recitation.1 
There  are  also  clear  evidences  of  a  conservative  spirit  in  the 
old  arrangers  of  the  Iliad  and  Odyssey  ;  for  they  left  in  the 
poems  a  number  of  repetitions    and    inconsistencies,   which 

1  It  is  reported  (Diog.  Laert.  i.  57,  and  Plato's  Hipparch.  228  B)  that 
Solon  ordered  the  poems  to  be  recited  by  the  rhapsodes  e'|  inroPoAris  and 
e|  vTroAyipews.  These  expressions  are  anything  but  clear  to  us,  and  have 
afforded  the  Germans  scope  for  endless  discussions.  It  results,  I  think, 
from  the  researches  of  Nitzsch  that  viro&oAr]  means  probably  a  text,  01 
authoritative  list  of  lays,  to  which  the  rhapsodists  were  ordered  to  adhere. 
'E|  vTroA7)ipeais  is  by  no  means  so  clear,  but  is  fairly  explained  by  Bernhardy 
as  implying  fixed  divisions  or  lays  in  the  poems,  which  were  to  be  sung 
entire,  and  each  of  which  was  matched  against  other  similar  divisions  in 
the  contests.  Perhaps  it  does  not  differ  materially  from  the  other  phrase, 
with  which  it  is  not,  I  think,  used  in  common  (cf.  Sengebusch,  ii.  p.  in). 
Of  the  older  divisions  traceable  in  the  poems  I  will  speak  by  and  by  (cf. 
Bergk,  p.  496). 
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they  could  have  easily  removed,  had  they  intended  to  produce 
a  new  and  harmonious  whole.  What  is  more  important,  there 
is  no  attempt  traceable  to  interfere  with  the  Homeric  gods,  and 
to  substitute  for  them  a  more  moral  and  philosophic  religion  ; 
still  less  any  allusion  to  the  Orphic  ideas  and  mysteries,  which 
had  in  Onomacritus'  day  become  very  prevalent  in  Greece. 
There  is  also  no  attempt  to  magnify  the  glories  of  Athens.  It 
may  be  held  certain  that  changes  in  this  direction  could  not 
but  have  been  attempted,  had  the  commission  of  Peisistratus 
not  confined  themselves  to  arranging  and  sifting  extant 
materials.  This,  then,  was  the  earliest  literary  criticism  on 
the  Iliad  and  Odyssey,  and  all  the  rhapsodising  of  the  poems 
of  which  we  are  told  was  at  Athens,  and  in  connection  with 
this  edition,  though  it  was  merely  the  continuance  of  an  old 
and  widespread  fashion. 

There  seems  little  doubt  that  the  early  critics  did  not 
confine  themselves  to  the  Iliad  and  Odyssey,  but  embraced 
all  the  cyclic  epics  which  were  at  that  time,  or  perhaps  after 
that  time,  indiscriminately  ascribed  to  Homer.1  It  is  pro- 
bable that  the  commission  did  not  attempt  any  critical  sever- 
ance of  the  wheat  from  the  chaff,  and  that  in  the  course 
of  succeeding  studies  these  inferior  poems  were  condemned 
one  after  another  to  lose  their  high  claims  to  the  name  of 
Homer. 

§  26.  Thus  the  gradual  sifting  of  the  large  body  of  old  epic 
poetry  appears  to  have  begun  by  the  gathering  and  ordering 
of  all  the  materials  by  Onomacritus.  In  the  next  genera- 
tion Theagenes  of  Rhegium  was  the  first  professedly  critical 
writer  about  the  Iliad  whom  the  Greeks  knew.  Then 
comes  Stesimbrotus  of  Thasos,  towards  the  latter  half  of  the 

1  The  list  given  by  Suidas  shows  to  what  extent  this  was  done  : 
avatpfperai  6e  eh  avrbv  Kal  &\\a  rtva  Troiri/j.ara'  'A^ct^oi/ia,  'l\ias  /iiiKpa, 
No'ffToi,  'EirtKLx^iSes,  'HflifVaKros  Y)toi  "la/u.0oi,  Mvo^arpaxofiaxia,  'Apav- 
vo/xaxia,  repauo,uaxia,  Kepa^e??,  'Afj-fpiapdov  e^e'Aatns,  Uaiyvia,  2iKe\(as 
aAtoirir,  'E7n0aA.c^ua,  KvkAos,  "tfxvoi,  Kvirpia.  Of  these  some  are  completely 
unknown,  and  none  have  maintained  their  claim  even  in  old  Greek  days. 
It  does  not  include  the  Margiies,  which  was  acknowledged  genuine  by 
Aristotle. 
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fifth  century  b.c.  ;  and  he  again  is  followed  by  his  pupil 
Antimachus  of  Colophon,  during  the  Peloponnesian  war — him- 
self an  unsuccessful  epic  poet,  but  the  critical  editor  of  a 
text  of  Homer.  Thus  every  generation  since  Solon  had  its 
Homeric  studies.  Indeed,  at  the  time  of  the  middle  comedy 
these  critics  were  so  prominent  as  to  be  ridiculed  upon  the 
stage.  We  know  that  Aristotle  discussed  the  poems,  and 
is  even  said  to  have  prepared  a  special  edition  for  Alexander. 
The  copy  thus  prepared  was  carried  in  a  precious  Persian 
casket,  and  hence  known  as  //  U  rapOr]Koc.  The  quotations 
from  Homer  to  be  found  through  Aristotle  are  numerous,  and 
differ  remarkably  from  our  texts,  while  those  made  by  Plato 
are  according  to  our  texts.  Ammonius  wrote  a  book  about 
Plato's  citations,  and  yet  all  the  critics  are  silent  about  Aris- 
totle's text,  which  had  been  lost  when  the  school  of  Alexandria 
began  its  labours.  But  there  remain  fragments  of  his  six 
books  of  problems  about  Homer,  and  his  school  busied  them- 
selves with  these  questions  also.  We  find  that  Aristotle  used 
a  worse  text,  and  was  a  worse  Homeric  critic,  than  Plato. 

The   series   of  Attic   editors   and   critics   concludes  with 
Demetrius  Phalereus,  who  wrote  on  both  the  epics. 

§  27.  In  addition  to  the  professed  criticisms  on  the  text, 
which  were  not  many,  there  were  endless  allusions  to,  and 
discussions  about,  Homer  all  through  the  course  of  Greek 
history.  1.  («)  Among  the  early  poets  Hesiod,  though  in- 
tentionally silent  about  the  Ionic  epic,1  was  noted  in  the  scholia 
as  implying  in  many  places  a  knowledge  of  the  Iliad.2  Similar 
allusions  are  found  to  Archilochus,  Alcman,  Stesichorus,  in  fact, 
in  all  the  older  poets.  Simonides  of  Ceos  seems  the  earliest  who 
mentioned  Homer  himself  as  distinguished  from  his  poems.3 
He  also  seems  to  refer  the  Theban  cycle  of  poems  to  Homer. 
Bacchylides  is  quoted  as  referring  Homer's  birthplace  to  Ios. 
Pindar  calls  him  both  a  Chian  and  a  Smyrnasan,  and  comments 
on  the  morality  of  his  praise  of  Odysseus.     He  furthermore 

1  I  agree  with  Sengebusch  (ii.  1 1)  that  the  three  passages  in  which  he 
is  suDposed  to  mention  Homer  are  spurious. 

*  Twenty  places  are  cited  by  Sengebusch,  D.  II.  ii.  8. 
3  He  calls  him  a  Chian  poet,  quoting  Z  146. 
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seems  to  have  referred  the  Cypria  to  Homer.  (/3)  As  regards 
the  tragic  poets,  not  only  did  yEschylus  profess  his  tragedies 
to  be  morsels  (te^ux'i)  from  the  mighty  banquets  of  Homer, 
but  Sophocles  'copied  the  Odyssey  in  many  dramas,'  and 
his  vulgar  admirers  were  wont  to  call  him  the  tragic  Homer. 
(y)  Passing  on  to  satyric  and  comic  poetry,  we  still  have  the 
Cyclops  of  Euripides,  many  Homeric  titles  of  other  satyric 
dramas  from  yEschylus,  and  the  rest,  and  indeed  the  Margites 
is  named  in  the  Poetics  as  the  direct  forerunner  of  comedy. 
This  is  especially  true  of  the  middle  comedy,  in  which  types  of 
character  were  ridiculed.  The  learned  epics  of  the  fourth 
century  B.C.  will  be  considered  hereafter. 

2.  (a)  The  early  logographers,  who  wrote  much  on  genea- 
logies, were  often  cited  by  after  critics  both  for  differing  on  such 
points  from  Homer,  and  also  for  their  pedigrees  of  Homer  and 
the  other  ancient  poets.  (/3)  The  allusions  to  Homer  in  Hero- 
dotus and  Thucydides  are  frequent  and  highly  interesting.  On 
the  whole,  Herodotus  seems  the  more  critical,  as  he  rejects  the 
Cypria,  while  Thucydides  accepts  the  Hymn  to  the  Delidn 
Apollo,  though  well  disposed  to  reject  the  legends  of  'the 
old  poets.'  It  is  also  to  be  remarked  that  their  references  show 
considerable  variations  from  the  present  text.  It  is  discussed 
by  Greek  grammarians  and  by  Germans  whether  Herodotus  or 
Thucydides  resembled  Homer  more  closely  in  style  and  tone 
of  thought — a  ridiculous  debate,  seeing  that  Herodotus  was 
both  by  temper  and  by  education  steeped  in  epic  poetry  and 
ways  of  thinking,  to  which  Thucydides  was  in  most  respects 
antagonistic.  Both  these  authors,  however,  as  they  treated 
a  definite  portion  of  later  history,  only  mention  Homer  inci- 
dentally, (y)  Later  historians,  such  as  Ephorus,  who  gave  a 
general  history  of  Greece  from  the  earliest  times,  naturally  paid 
him  more  attention. 

3.  All  the  philosophers  were  obliged  to  consider  Homer 
as  the  source  of  the  popular  notions,  not  only  in  theology 
and  in  morals,  but  also  in  physics.  They  may  be  divided 
cither  into  opponents  of  Homer,  as  an  immoral  and  false  teacher, 
which  was  the  opinion  of  Heracleitus,  Xenophanes,  Pythagoras 
and  Plato ;  or  allegorising  interpreters,  such  as   Anaxagoras, 
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Metrodorus  of  Lampsacus,  and  Democritus,  the  last  bemg 
the  author  of  the  earliest  Homeric  glossary.  The  Homeric  style 
and  language  of  Plato,  and  his  constant  citation  of  the  author 
whom  he  banishes  from  his  Republic,  has  excited  much  attention 
from  critics.  It  would  almost  seem  that  Aristarchus  had  Plato's 
very  copy  of  Homeric  before  him,  so  accurately  do  Plato's 
citations  agree  with  the  final  Alexandrian  text.  Antisthenes  the 
Cynic,  whose  style  and  tastes  were  by  no  means  so  poetical, 
wrote  a  number  of  tracts  on  special  Homeric  points,  and  indeed 
Plato's  attack  on  Homer  gave  rise  to  a  controversial  literature.1 
The  special  studies  of  the  Stoics,  Cleanthes  and  Chrysippus, 
were  developed  by  the  school  of  Pergamus,  which  adopted  their 
views.  Aristotle's  studies  on  Homer,  which  were  various,  led 
the  way  for  a  whole  series  of  Peripatetic  commentators. 

4.  I  will  but  add  a  word  on  the  Sophists,  who  constantly 
used  Homeric  subjects  for  declamation,  and  from  whom  we  still 
possess  Encomia  of  Helen  ;  there  are  also  allusions  to  Apolo- 
gies for  Paris,  Encomia  on  Polyphemus,  and  other  paradoxes. 

5.  Among  the  orators,  Demosthenes,  like  every  great  Greek 
writer,  is  said  to  have  imitated  Homer,  but  we  see  less  Homeric 
influence  in  his  than  in  Lycurgus'  and  ^Eschines'  speeches, 
both  of  whom  cite  passages,  though  with  considerable  variants 
from  our  texts. 

This  mere  skeleton  of  the  facts  shows  how  constant  and 
familiar  was  the  reading  of  Homer  in  classical  days.  We 
might  as  well  attempt  to  enumerate  the  biblical  phrases  and 
influences  in  our  own  standard  English  authors. 

§  28.  Such  were  the  preliminary  studies  on  Homer  when  he 
passed  into  the  hands  of  Zenodotus  at  Alexandria.  While 
he  found  many  city  editions,  and  private  texts  representing 
recensions  like  that  of  Rhianus,2  as  well  as  many  additional 
essays  or  problems,  such  as  those  of  Antimachus  or  Aristotle, 

1  Cf.  the  titles  cited  by  Sengebusch,  Diss.  Horn,  prior,  p.  119. 

2  It  may  be  inferred  that  critics  of  this  period,  and  even  Apollonius 
Rhodius  and  Aratus,  of  Alexandrian  days,  were  very  reckless  in  correct- 
ing the  text.  Timon  the  Sillograph  is  said  to  have  told  Aratus,  when  the 
latter  asked  his  advice  to  procure  a  good  text,  that  he  would  do  so,  el  roTs 
apxalois  avTiypd<pots  evTvyxuvoi,  Kal  fir)  toTs  ^5tj  SitapOw/xevoLs  (Diog.  Laert. 
ix.  6). 

2* 
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we  can  hardly  say  that  much  thorough  criticism  had  been 
done  before  his  day.  The  grammatical  or  philological  side 
was  probably  quite  obscured  by  the  philosophical  and  moral, 
and  lines  or  books  were  rejected  rather  as  being  unworthy 
of  the  great  poet  than  as  violating  epic  usage  or  the  tra- 
ditions of  the  old  epic  dialect.  For  we  must  remember 
that  Homer,  especially  after  the  rejection  of  the  inferior  works 
once  attributed  to  him,  became  literally  the  Bible  of  the  Greeks. 
All  religion  and  philosophy  were  supposed  to  be  contained  in  his 
poems,  and  of  course,  when  men  were  determined  to  find  these 
things,  they  easily  found  them.  As  Seneca  tells  us,  some  made 
him  a  Stoic,  some  a  Peripatetic,  some  an  Epicurean,  some 
even  discovered  him  l  to  be  the  father  of  the  Sceptics.  Never- 
theless the  good  homely  orthodox  Greeks  of  earlier  days  had 
attached  all  their  moral  teaching  of  youth  to  the  examples  and 
advices  given  in  the  Iliad  and  Odyssey. 

A  good  deal  of  adverse  criticism  had  been  expended  upon 
this  way  of  looking  at  Homer  by  Plato,  in  the  wake  of  Hera- 
cleitus,  Xenophanes,  and  others;  but  of  these  Zoilus,  a  rhetorician 
of  the  fourth  century  B.C.,  the  pupil  of  Socrates  and  said  to  be 
a  teacher  of  Demosthenes,  has  gained  the  chief  notoriety. 
This  was  because  he  did  not  recognise,  like  Plato,  the  poetic 
excellence  of  the  poems,  but  attacked  them  aesthetically  and 
even  grammatically,  as  well  as  morally.  He  wrote  nine  books 
against  Homer.  His  name  might  probably  have  been  forgot- 
ten, but  for  the  fancy  of  some  Roman  emperors,  such  as 
Caligula  and  afterwards  Hadrian,  for  depreciating  Homer. 
Of  course  they  revived  and  favoured  whatever  adverse  criticism 
could  be  discovered.  But  it  may  fairly  be  said  that,  except 
the  work  of  Zoilus,  which  was  probably  more  a  rhetorical 
exercise  than  a  serious  attempt  to  destroy  Homer's  influence,2 
all  the  criticism  which  was  handed  down  to  the  school  of 
Alexandria  was  rather  troublesome  from  its  consistent  pane- 
gyric, and  even  superstitious  reverence  for  Homer,  than  in- 
structive from  its  severity  or  justice. 

1  Diog.  Laert.  ix.  71. 

2  yvuvaaias  'ivata,  eiaiBdrwi'  Kal  twv  pr^T6pnv  if  rots  ironjraTs  yv/JLvd^eadat 
(Schol.  K.  274), 
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§  29.  It  seems  that  the  Alexandrian  critics,  when  they  came 
to  sift  all  these  materials,  and  were  unable  to  reach  back  even 
so  far  as  Peisistratus,  laid  most  stress  on  the  old  editions,  of 
which  seven  city  editions  were  then  extant,1  and  seven  i<ar 
cii'cpa,  or  recensions  by  individual  scholars,  which  had  been 
prepared  from  the  recension  of  Onomacritus.  It  would  be 
most  interesting  to  know  at  what  exact  time  during  the  present 
period  these  copies  were  taken.  Seeing  that  epical  recitation 
went  out  of  fashion  when  lyric  and  dramatic  poetry  was  de- 
veloped, and  seeing  that  these  copies  were  thought  older  and 
better  than  those  of  the  earliest  critics,  they  cannot  have  been 
later  than  the  middle  of  the  fifth  century  B.C.,  and  possibly 
somewhat  earlier. 

§  30.  When  we  speak  of  the  Alexandrian  critics  we  almost 
exclude  the  poets,  such  as  Philetas,  Aratus,  Apollonius  Rhodius, 
&c,  and  confine  ourselves  strictly  to  the  grammarians,  who 
brought  the  accumulated  treasures  of  the  great  library  to  bear 
upon  the  study  of  the  text  of  Homer.  It  may  indeed  be  said 
that  all  philology  among  the  Greeks,  all  textual  and  grammatical 
criticism,  arose  from  the  desire  to  purify  and  to  understand  the 
text  of  Homer,  and  then  of  other  old  poets. 

The  glories  of  the  great  school  of  Alexandria  cluster  about 
three  names — the  successive  leaders  of  the  school,  the  two  latter 
each  rivalling  and  opposing  his  master.  Zenodotus 2  was  the  first 
who  rejected  as  spurious  all  but  the  Iliad  and  Odyssey,  and 

An  edition  in  those  days  meant  a  single  official  copy,  preserved  by 
authority,  from  which  private  copies  were  made.  The  civic  editions  were 
the  Massaliotic,  Sinopic,  Chian,  Cyprian,  Argive,  Cretan,  and  /Eolic 
(Lesbian).  The  four  first  were  Ionic,  the  rest  ^Eolic.  The  Massaliotic  is 
far  most  frequently  quoted  (twenty-nine  times),  the  Chian  next  (fifteen 
times).  The  /Eolic  editions  seem  to  have  been  specially  intended  to  pre- 
serve the  Ionic  dialect  of  the  poems  among  an  TEolic  population.  The 
quotations  from  these  do  not  give  us  a  very  high  idea  of  them,  nor,  indeed, 
were  the  private  editions  much  better,  that  of  Antimachus  being  noted  for 
wild  conjectures.  Nevertheless,  Aristarchus  seems  never  to  have  opposed 
them,  when  they  all  agreed  (cf.  Sengebusch,  Diss.  Horn,  prior,  185-200). 
2  He  was  an  Ephesian,  and  flourished  300-250  B.C.  The  second 
Ptolemy  made  him  librarian  at  Alexandria,  and  he  undertook  the  task  of 
critically  revising  the  epic  and  lyric  poets. 
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undertook  a  thorough  revision  of  the  text,  which  attained  such  a 
reputation  that  it  soon  obscured  all  others.  We  unfortunately 
know  hardly  anything  of  his  work,  and  what  we  know  is  from  the 
criticisms  of  his  successors.1  It  seems  probable  that  he  had 
before  him  no  sufficient  materials,  or  sufficient  preliminary  dis- 
cussion, to  afford  a  really  clear  and  scientific  method  of  esta- 
blishing the  text.  He  therefore  was  guided  partly  by  aesthetical 
and  moral  considerations,  partly  by  a  love  of  archaisms  and  rare 
forms.  He  seems  to  have  laid  special  stress  on  Ionic  forms,  if 
we  may  judge  from  the  occasional  references  to  him  in  the 
scholia.  But  he  rejected  and  altered  with  great  boldness,  and 
so  incurred  the  grave  censure  of  his  successors. 

Before  proceeding  further  we  may  notice  that  one  of  his 
pupils,  Hellanicus,  revived  the  doctrine  of  an  unknown  Xenon, 
and  asserted  the  separate  authorship  of  the  Odyssey.  This 
was  the  natural  and  logical  outcome  of  the  criticism  which  had 
abjudicated  the  Cyclic  poems  successively,  and  we  may  well 
wonder  that  this  final  step  had  not  been  taken  long  before. 
Hellanicus  appears  to  have  had  a  following — the  xwpi^ovreq 
{Separatists),  and  their  view  might  have  prevailed  but  for  the 
determined  hostility  of  Aristarchus,  who  crushed  it  completely 
till  the  present  century.  It  is  now  accepted  by  the  majority  of 
critics. 

§  31.  The  famous  successor  and  pupil  of  Zenodotus,  Aris- 
tophanes (of  Byzantium),  re-edited  Homer  from  a  more  con- 
servative as  well  as  critical  point  of  view.  Here  again  we  can 
only  speak  from  the  hints  left  us  by  the  criticisms  of  Aristarchus. 
He  checked  the  boldness  of  Zenodotus  in  rejections  and 
alterations,  and  based  his  labours  on  a  careful  comparative 
study  of  all  the  best  texts,  especially  the  city  texts,  which  were 
then  being  acquired  for  the  Alexandrian  library.       Though 

1  His  critical  edition  first  separated  the  poems  into  books,  noted  by  the 
letters  of  the  alphabet.  He  first  vised  the  obelus,  to  distinguish  sus- 
picious lines,  whereas  the  manifestly  spurious  were  ejected.  These  pro- 
ceedings are  respectively  called  aderriais  and  tJ»  ou5e  ypd<petv.  He  also 
published  a  glossary  of  obscure  Homeric  words,  and  a  computation  of  the 
days  of  the  action  of  the  poems,  of  which  a  fragment  is  published  by 
Lachmann  (Betrachtungen,  p,  90). 
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defended  by  his  pupil  Callistratus  against  the  attacks  of  Arist- 
archus,  he  did  not  maintain  his  ground,  and  we  must  deeply 
regret  that  the  labours  of  so  careful  and  candid  a  writer  have 
been  almost  totally  lost  to  us.1  Thirdly  comes  Aristarchus, 
a  sort  of  king  or  infallible  guide  to  later  grammarians,  whose 
opinions  were  adopted  by  the  scholiasts  even  when  they  were 
aware,  as  they  tell  us,  that  Zenodotus  or  Aristophanes  appeared 
more  reasonable. 

§  32.  Aristarchus  was  not  only  a  remarkable  critical  scholar, 
but  must  have  been  a  man  of  strong  and  commanding  person- 
ality, that  swayed  all  those  who  came  in  contact  with  him.  He 
again  edited  the  Homeric  poems  as  well  as  the  principal  lyric 
and  dramatic  authors,  and  besides  these  editions  published 
commentaries  (u7ro^r//^oro)  and  dissertations  {avyypujijia-a). 
Moreover,  his  oral  lectures  were  attended  by  a  crowd  of  eager 
hearers.  Thus  even  the  unwritten  opinions  of  Aristarchus, 
taken  down  by  his  numerous  pupils,  became  widely  known. 
He  analysed  carefully  the  epic  use  of  words  and  phrases  as 
well  as  the  epic  forms  of  the  myths,  and  based  most  of  his 
rejections  from  the  text  on  the  violation  of  these  criteria.  He 
indicated  his  opinions  by  a  famous  series  of  critical  marks, 
which  are  preserved  to  us  in  the  old  Marcian  MS.  at  Venice.2 

1  He  rejected  the  end  of  the  Odyssey  from  ty  297,  and  used  the  stigme 
and  antisigma,  as  well  as  the  Kepavviov,  T\  t0  mark  a  spurious  passage, 
where.as  Aristarchus  preferred  to  append  an  obelus  to  each  line.  But  his 
glossary  seems  to  have  been  of  peculiar  value,  and  he  seems  also  to  have 
composed  a  formal  commentary  on  Homer. 

2  They  were  as  follows  :  (1)  Zenodotus'  obelus, — ,  a  sign  universally  ac- 
cepted from  the  terrible  grammarian  as  a  mark  of  spuriousness,  and  com 
monly  to  be  found  in  the  margin  of  German  texts  now-a-days.  (2) 
Leogoras'  diple,  1-  (called  ScrAfj  KaQapd,  or  airepicrTiKT6s),  used  rather  for 
exposition,  or  to  show  a  line  which  told  against  the  Separatists,  or  an  cnra| 
Xeyo/nEwoy,  or  an  Attic  construction  ;  in  Aristarchus'  second  edition  it  seems 
to  have  called  attention  to  the  notes  of  the  earlier  editions.  (3)  The 
dotted  (TrepuTTty/xivn)  diple,  *  ,  to  denote  the  variants  from  the  edition  of 
Zenodotus,  and  afterwards  from  that  of  Crates  also.  (4)  The  asterisk,  •*■  , 
to  mark  the  genuine  verses,  in  case  of  repetitions,  whereas  the  re- 
jected duplicates  were  marked  with  both  asterisk  and  obelus.  (5)  The 
antisigma  and  the  stigme,  3  and  . ,  were  used  to  mark  repetitions  of  the 
same  idea.     It  seems  that  Aristarchus'  earlier  edition  was  accompanied  by 
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There  is  great  difference  of  opinion  as  to  the  real  merits  of 
Aristarchus.  Some  of  the  Germans  are  disposed  to  raise  him 
above  all  Homeric  critics  and  submit  to  his  authority  absolutely. 
Others,  such  as  Buttmann,  think  he  was  a  pretentious  and 
shallow  critic,  if  not  an  impostor.  As  he  has  simply  superseded 
all  the  older  texts,  so  that  all  we  know  of  Homer,  saving  stray 
quotations,  comes  from  his  recension,  we  have  not  sufficient 
materials  to  judge  him.  If  we  may  form  a  conjecture  from  the 
extreme  arrogance  of  the  man  and  his  absolute  dogmatism, 
we  shall  not  be  disposed  to  rate  him  too  highly;  and  though  he 
certainly  surpassed  most  men  in  real  grammatical  knowledge 
and  familiarity  with  epic  diction,  it  is  to  be  feared  that  he  was 
often  led  by  traditional  reasons,  and  even  by  mere  caprice,  in 
default  of,  or  in  opposition  to,  solid  grounds.  On  one  question 
certainly  he  seems  to  me  to  have  shown  great  prejudice — his 
rejection  of  the  Separatist  theory.  He  based  this,  we  are  told, 
on  no  more  sustainable  argument  than  supposed  anticipations 
of  the  Odyssey  which  he  found  in  the  Iliad,  as  well  as  on  the 
admitted  discrepancies  within  the  Iliad  itself,  and  on  these 
points  he  wrote  a  special  treatise. 

All  three  critics  were  too  straitly  bound  by  tradition  to 
venture  on  the  theory  of  large  interpolations  in  the  text,  if  we 
except  the  sound  judgment  of  Aristophanes,  that  the  end  of  the 
Odyssey  from  ^  297  was  added  by  another  hand.  They  con- 
tented themselves  with  frequent  rejection  of  what  they  considered 
spurious  lines— in  all  1160  were  thus  rejected — and  this  is 
commonly  called  athctising  (aden'w).  But  possibly  Aristarchus 
did  this  too  often,  rejecting  the  genuine,  and  sparing  the 
spurious.  Constant  reference  to  his  opinion  is  preserved  in  the 
Venetian  scholia  on  the  Iliad. 

a  commentary,  but  that  the  second  was  not  so,  the  critical  marks  referring 
to  his  own  and  others'  commentaries.  His  special  essays  were  probably 
appended,  or  to  be  read  in  relation,  to  the  later  text.  All  these  matters 
are  subject  to  doubt,  and  are  inferred  from  hints  in  the  scholia  and  lexica. 
Lehrs'  book  De  Studiis  I/oi/i.  Aristarchi,  and  Sengebusch's  First  Homeric 
Dissertation,  may  be  consulted  for  full  and  learned  details.  On  the  cri- 
tical signs,  the  best  book  is  now  Gardthausen's  Palaographie,  p.  2S8 
(Leipzig,  1879).    Cf.  also  Dindorf 's  prefaces  to  vols.  i.  and  iii.  of  the  scholia. 
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§  2>Z-  But  whatever  faults  we  may  attribute  to  Aristarchus, 
his  criticism  seems  sober  and  practical  beside  that  of  Crates, 
who  founded  the  rival  school  of  Pergamus,  and  who,  under 
the  influence  of  Stoic  philosophy,  endeavoured  to  thrust  in 
allegory  where  Aristarchus  would  only  allow  ordinary  inter- 
pretation. Still  the  establishment  of  a  rival  school,  with  its 
controversies,  is  a  fortunate  circumstance,  since  it  has  preserved 
for  us  in  our  scholia  sundry  notes,  and  allusions  to  Aristarchus' 
opponents,  which  had  else  been  lost.  It  is  also  to  the  treasures 
of  this  school  that  the  Alexandrian  scholars  owed  the  replace- 
ment of  some  of  their  MSS.,  when  the  fire  of  47  B.C.  destroyed 
the  authentic  copies  of  their  great  recensions — a  loss,  how- 
ever, but  ill  compensated  by  transfers  from  the  Pergamene 
library. 

It  would  require  a  long  and  tedious  enumeration  to  give 
an  account  of  the  various  grammarians  who  carried  on  the 
work  of  the  great  masters.  I  will  mention  but  a  few  leading 
names.  Demetrius  of  Scepsis  discussed  with  care  and  acuteness 
the  geography  in  the  Iliad,  and  especially  of  the  Troad.  It  is 
to  Didymus'  book  on  Aristarchus'  recension  that  we  owe  almost 
all  our  knowledge  of  that  scholar's  work.  There  seems  no 
doubt  that  this  Didymus  was  copied,  perhaps  carelessly,  by  the 
scholiasts  of  the  Venetian  codex.  Aristonicus,  about  the  same 
time,  explained  the  marks  of  Aristarchus,  which  were  evidently 
becoming  ill-understood.  Nicanor  on  the  punctuation  of 
Homer  (Hadrian's  time),  and  Herodian  on  his  prosody  and 
accents  (M.  Aurelius),  are  well  spoken  of,  though  the  fashion 
in  .Hadrian's  day  was  to  slight  and  even  to  revile  Homer. 
From  a  compendium  of  these  four  works,  Herodian's  Homeric 
prosody,  Nicanor  on  Homeric  punctuation,  Didymus'  account  of 
Aristarchus'  recension,  and  Aristonicus'  critical  marks,  is  drawn 
the  best  body  of  scholia  found  in  the  Marcian  codex  A  at 
Venice,  and  excerpted  in  inferior  MSS.  At  the  end  of  the 
second  century  a.d.,  independent  criticism,  if  we  except 
Porphyry's,  ceased,  and  people  began  to  make  compendiums 
and  excerpts  of  previous  works.  Porphyry  seems  to  have 
gone  carefully  into  the  artistic  merits  of  the  poems,  but  on  the 
somewhat  absurd  ground  that  they  were  to  be  treated  as  trage- 
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dies.  Hence  he  applied  to  them  the  laws  laid  down  in  Aris- 
totle's Poetic  concerning  that  kind  of  poetry.1  A  mere  compi- 
lation from  various  works,  ascribed  by  Eustathius  to  Apion,  is 
still  extant,  though  in  a  bad  and  incomplete  edition. 

§  34.  This  review  has  brought  us  down  to  the  verge  of 
the  dark  ages.  If  we  ask  what  the  actual  materials  are  which 
modern  scholars  can  use  in  reconstructing  the  texts  of  the  Iliad 
and  Odyssey,  we  must  separate  these  materials  into  commen- 
taries, scholia,  and  texts.  Our  oldest  and  best  comnwitary  is 
that  of  Eustathius,  Archbishop  of  Thessalonica,  who  wrote  in 
the  end  of  the  twelfth  century  in  Constantinople  a  careful 
Greek  commentary  on  both  Iliad  and  Odyssey.  He  used  not 
only  the  same  sources  as  the  extant  scholia,  but  had  access  to 
many  others  since  lost,  and  his  book  is  valuable,  though  he 
adopted  the  allegorical  interpretation  of  the  Stoics  and  the 
Pergamene  school,  in  preference  to  the  Alexandrian.  We 
have  besides  the  beginning  of  Tzetzes'  commentary  on  the 
Iliad,  Manuel  Moschopulos  on  the  first  two  books  of  the  Iliad, 
and  a  prose  paraphrase.  A  little  Homeric  lexicon  by  Apol- 
lonius  has  survived,2  and  there  are  explanations  of  Homeric 
words  and  phrases  in  the  dictionaries  of  Hesychius  and  Suidas. 

We  now  come  to  the  scholia.  These  are  short  notes 
(\}-Ko\xvi]ixara)  added  in  the  margin  of  our  MSS.,  and  are  the 
work  of  different  hands  and  ages.  They  are  meant  for  com- 
mentaries on  the  text.  It  may  fairly  be  said  that  some  authors, 
such  as  Homer  and  Aristophanes,  would  be  often  unintelligible 
but  for  these  explanations,  which  were  added  at  a  time 
when  the  learning  of  Alexandria  yet  survived,  at  least  in 
excerpts  and  compendia.  We  must  separate  here  for  the 
first  time  the  Iliad  and  Odyssey,  as  the  value  of  the  scholia 
of  the  former  is  far  superior   to   that    of  the   latter.     For  a 

1  Cf.  the  curious  details  brought  together  on  this  question  in  Tren- 
delenburg's Gram.  Grcrc.  de  arte  trag.  judiciorum  Rcliqq.,  p.  73>  sqq-  He 
shows  that  the  quotations  from  Porphyry  are  contained  in  the  scholia  on  the 
exterior  margin  of  the  cod.  Ven.  B,  while  those  of  the  interior  margin  are 
mere  compendia  of  these  and  of  the  far  better  scholia  of  cod.  A. 

2  Edited  by  Villoison  (Paris,  1768),  and  again  by  Tollius  (Leyden, 
I7SS),  with  Villoison's  excellent  notes. 
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long  time,  indeed,  the  only  scholia  known  on  the  Iliad  were 
those  called  brcvia  or  Didymic  scholia,  which  were  taken 
from  various  fourteenth-century  MSS.  and  first  printed  by 
Lascaris  (Rome,  15 17),  and  then  more  completely  with  those 
of  the  Odyssey  by  Aldus  (1521-8).  These  notes  seem  merely 
such  as  might  be  of  service  in  school  teaching,  and  are  very 
short  and  simple. 

The  discovery  of  the  Marcian  codex  of  the  Iliad  at  Venice, 
by  Villoison,  and  the  publication  of  its  text  and  scholia  (Venice, 
1778),  known  as  Schol.  Ven.  A,  form  an  epoch  in  the  history 
of  Homeric  studies.  It  is  from  these  notes  that  we  derive 
all  our  information  about  the  several  old  editions  used  or 
produced  by  the  Alexandrian  critics.  The  text  is  also  fur- 
nished with  the  critical  marks  (rr^awo-ac)  of  Aristarchus  and 
his  pupils,  which  are  explained  in  a  prefatory  note.1 

The  best  edition  of  the  Venetian  scholia  A,  together  with 
the  scholia  B,  which  are  not  unique,  but  of  the  same  origin 
as  the  Townleiana  (Brit.  Mus.),  Lipsiensia,  Leidensia,  and 
Mosquensia,  was  till  lately  Bekker's  (Berlin,  1825).  We  have 
at  last  from  Cobet  and  D.  B.  Monro,  collating  for  Dindorf 
(Oxon.  1877),  a  thoroughly  critical  and,  I  suppose,  final  re- 
vision of  the  text.  La  Roche  and  C.  Wachsmuth  have  written 
short  essays  on  the  critical  marks  of  the  margin,  and  the  value 
of  the  whole  collection  has  been  sifted  in  the  essays  of  Senge- 
busch  and  Lehrs.2 

It  is  probable  that  there  was  a  copy  of  the  Odyssey  corre- 
sponding to  the  old  Marcian  Iliad  at  Venice  also  ;  but  all  efforts 
to  find  it  have  been  in  vain.  Apart  from  the  scholia  brevia, 
which   extend   to   the   Odyssey,  and  which  were   long   since 

1  Villoison's  text,  and  his  Prolegomena,  though  perpetually  referred  to, 
are  now  seldom  read.  As  most  academic  libraries  contain  the  book, 
a  fresh  perusal  of  this  great  monument  of  diligence  and  learning  may 
be  strongly  recommended.  The  style  of  the  Prolegomena  is  very  pon- 
derous, and  the  author  is  perpetually  digressing  into  all  manner  of  col- 
lateral subjects  ;  but  he  is  always  instructive.  The  account  of  the  dangers 
he  incurred  in  his  voyage  from  Upsala  to  Venice,  and  of  his  stay  there, 
is  very  amusing,  and  almost  rivals  the  famous  enumeration  of  persecutions 
by  S.  Paul. 

-  The  analysis  of  this  vast  body  of  scattered  notes  is  a  very  difficult 
task,  and  requires  the  study  of  an  elaborate  special  literature  on  the  subject. 
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known,  Cardinal  Mai  published,  from  the  Ambrosian  Library 
at  Milan,  older  and  fuller  scholia,  which,  with  some  additions 
from  Palatine  and  a  Harleian  MS.,  were  first  edited  by  Butt- 
mann  (1821),  and  now,  as  fully  and  completely  as  the  materials 
will  allow,  by  G.  Dindorf  (Oxon.  1855). 

§  35.  As  to  the  condition  of  our  texts,  it  seems  that  the 
early  mediaeval  grammarians  contented  themselves  with  critical 
notes  and  commentaries,  and  were  not  desirous  to  revise, 
so  that  what  has  come  down  to  us  is  a  sort  of  eclectic  vulgar 
text,  with  a  general  adherence  to  Aristarchus,  but  fortunately 
giving  a  good  many  readings  from  previous  editors.  We  have, 
indeed,  interesting  remains  of  an  older  date.  In  Egypt  three 
fragments  on  papyrus  were  found,  dating  not  later  than  the 
first  century  after  Christ,  and  probably  earlier.  They  con- 
tain part  of  £1  and  part  of  2.  There  is  among  the  papyri  of  the 
Louvre  a  similar  fragment  of  N  found  at  Elephantine.  These 
very  early  texts  offer  no  remarkable  variations  from  our  medi- 
aeval MSS.,  and  thus  supply  a  strong  argument  in  favour  of  the 
general  trustworthiness  of  the  transmission  of  our  Greek  classics. 
Next  in  age  come  fifty-eight  pages  of  very  curious  pictures  from 
an  old  copy  of  the  fifth  or  sixth  century,  containing  on  the 
back  of  each  picture  fragments  of  the  poem  in  capital  letters, 
very  like  in  character  to  the  oldest  New  Testament  MSS. 
These  pictures,  together  with  the  tabula  Iliaca,1  the  Odyssey 
scenes  of  the  Vatican  (just  published  by  Karl  Woermann),  and 
some  Pompeian  frescoes,  show  how  widely  illustrations  of  the 
Homeric  poems  were  circulated.  The  pictures  of  the  Am- 
brosian codex  (published  by  A.  Mai,  Milan,  1819)  are  very 
remarkable,  as  being  perhaps  the  last  really  classical  pictures 
before  the  advent  of  the  lower  mediaeval  type.  The  text  offers 
no  variants  of  importance  in  the  800  lines  it  contains  ;  it  was 
merely  added  by  way  of  explaining  the  pictures.  Next  in  age 
is  the  Syriac  palimpsest  edited  by  Cureton  (London,  185 1), 
containing  several  thousand  verses.  All  these  fragments  are 
greatly  inferior  in  critical  value  to  the  Marcian  codex  A  in 
Venice,  which  dates  from  the  eleventh  century,  but  is  one  of 

1  A  marble  relief  with  illustrations  of  the  Iliad,  now  in  the  Capitoline 
Museum. 
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the  most  precious  and  carefully  prepared  in  all  the  range  of 
our  Greek  classics.  The  Townley  and  Harleian  seem  to  rank 
next  in  value.  From  the  fourteenth  century  we  possess  a  great 
many  inferior  MSS.,  which  have  no  independent  value. 

§  36.  Bibliographical.  The  editio  princeps  of  Chalcondylas 
(Florence,  1488)  is  a  very  splendid  folio,  containing  the  lesser 
works  attributed  to  Homer  as  well  as  the  Iliad  and  Odyssey. 
It  is  produced  in  a  type  unfortunately  abandoned  since  Aldus 
began  to  print,1  and  is  now  one  of  the  rare  ornaments  of  a  few 
great  libraries.  The  two  Aldine  editions  which  follow  (Venice, 
1504,  15 1 7)  are  not  to  be  named  in  comparison  with  it.  Ex- 
cept the  first  attempt  at  a  commentary  by  Camerarius,  there  is 
no  edition  of  note  till  the  very  fine  Heroic  Poets  of  Greece  of 
Stephanus  (1554).  Passing  by  Schrevelius' edition,  with  scholia 
and  indices  (Amsterdam,  1655),  we  come  to  Josh.  Barnes  (171 1) 
and  S.  Clarke  (1724-40),  with  good  notes,  and  then  to  Vil- 
loison's  learned  and  valuable  Iliad  from  the  Marcian  codex 
(1788).  Wolf  (1794),  Heyne  (1802-22),  and  Porson  (1800) 
were  the  most  noted  editors  at  the  opening  of  this  century. 
In  our  own  day  the  text  has  been  further  analysed  and  fixed 
by  the  labours  of  Bekker  (1858),  La  Roche,  and  Dindorf. 
The  best  annotated  editions  are,  in  German,  those  of  Crusius, 
Faesi,  Ameis  and  Diintzer  ;  in  English,  Paley's  Iliad,  Hayman's 
and  Merry's  Odyssey  —  Nitzsch's  elaborate  commentary  on 
the  first  twelve  books  of  the  latter  had  led  the  way  (1826-40) 
— in  French,  A.  Pierron's  Iliad  (Hachette),  with  a  translation 
of  W  Prolegomena,  and  good  notes.  Ebeling's  elaborate, 
and  yet  unfinished,  Lexicon  Homericum  is  full  of  materials; 
Autenrieth's  is  shorter,  and  a  mere  handbook.  The  very 
complete  Lndices  of  Seber  (1604),  reprinted  with  Clarke's  Ed. 
(Oxon.,  1780),  and  Mr.  Prendergast  (Iliad  only),  also  deserve 
mention.  Commentaries  and  special  tracts  on  portions  of 
the  poems  are  a  library  in  themselves. 

Translations    into    all   manner  of  tongues,   and   in   every 

1  The  earlier  Greek  types  were  on  the  model  of  the  older  and  finer 
MSS.  of  the  tenth  and  eleventh  centuries.  Aldus  unfortunately  took  the 
fourteenth  century  writing  as  his  model,  and  so  permanently  injured  Greek 
printing. 
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variety  of  style,  are  even  still  pouring  from  the  press,  though 
every  generation  since  the  Revival  of  learning  has  been  supply- 
ing them.  The  literature  of  these  translations  has  become 
a  special  study,  as  may  be  seen  from  Bernays'  Bonn  Programm 
(1850)  on  the  early  Latin  ones,  and  Penon's  Versiones  Homen 
Anglicm  inter  se  comparator  (Bonn,  1S61),  in  German,  W. 
Henkel  on  the  English,  and  W.  Miiller  on  the  German  versions  ; 
and  Mr.  Arnold's  Oxford  Lectures  on  translating  Homer 
(Longman,  1861).  As  has  been  well  said  by  the  last,  and, 
perhaps,  best  translators  of  the  Odyssey,  Messrs.  Butcher 
and  Lang  (1879),  every  age  has  its  own  way  of  looking  at 
these  immortal  epics.  Chapman  satisfied  the  Elizabethan 
age,  while  Pope  breathed  the  spirit  of  Queen  Anne's  period 
into  his  version  ;  so  that  these  poems,  though  permanent 
English  works,  are  translations  '  from  a  lost  point  of  view." 
Hence  we  may  expect  no  version  to  be  final,  and  so  long  as 
Greek  letters  are  studied,  and  the  great  poems  of  Homer  read, 
countless  hands  will  repeat  the  same  fascinating,  but  never 
ultimately  satisfying  experiment.  The  Faust  oi  Goethe,  which 
already  can  boast  of  forty  English  versions,  and  the  Divina 
Commcdia  of  Dante,  seem  to  possess  the  same  curious  and 
distinctive  feature  of  the  highest  productions  of  human  genius. 
I  will  only  specify  a  few  of  the  successive  attempts. 

The  barbarous  version  of  the  Odyssey  into  Saturnian  verse 
by  Livius  Andronicus,  in  the  days  of  the  first  Punic  war,  stands 
alone  in  its  antiquity.  It  was  long  a  Roman  school-book, 
though  the  style  shocked  literary  men  of  succeeding  genera- 
tions, and,  if  extant,  would  be  a  curious  and  interesting  relic  of 
early  Roman  education. 

After  the  Revival  of  letters  there  were  several  Latin  and 
hexameter  versions,  from  Valla's  (1474)  to  Cunichius'  (1776), 
in  Italy.  The  Dutch  produced  a  metrical  Odyssey  by  Corn- 
horst  (1593),  then  Van  Manders'  Iliad  (161 1),  a  whole  prose 
Homer  (165S),  and  sundry  other  attempts,  ending  with  the 
recent  hexameter  poem  of  C.  Vosmaer.  The  French,  besides 
older  and  now  little  known  versions,  have  Madame  Dacier's 
(17 n)  and  many  others  in  the  present  century,  ending  with 
1  Cf.  also  Arnold,  op.  cit.  p.  29. 
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some  remarkable  prose  translations.  The  Germans  contribute 
Voss,  Donner,  and  A.  Jacob.  England  has  been  the  most 
prolific,  owing  to  a  longer  and  more  thorough  study  of  Greek. 
First  comes  Chapman,  then  Thos.  Hobbes,  Pope,  MacPher- 
son's  prose  Iliad,  then  Cowper.  In  our  own  day  it  is  almost 
hazardous  to  assert  that  any  scholar  has  not,  at  least  in  part, 
translated  Homer.  The  catalogue  of  those  which  occur  in 
any  library  is  indeed  curious.  If  we  include  short  pieces, 
Tennyson  and  Gladstone  may  be  added  to  F.  W.  Newman, 
Lord  Derby,  Sir  J.  Herschel,  Dean  Merivale,  J.  S.  Blackie, 
Worsley,  Wright,  Musgrave,  Brandreth,  and  many  others.  The 
Odyssey  of  Messrs.  S.  H.  Butcher  and  A.  Lang  deserves  special 
note  as  a  remarkable  attempt  to  render  Homer  into  antique 
prose.  Even  the  modern  Greeks  are  now  producing  para- 
phrases in  their  language,  of  which  two  (Christopoulos'  and 
Loukanis',  both  Paris,  1870)  are  cited  as  of  merit. 

The  reader  who  has  looked  through  this  mere  skeleton  list 
will  doubtless  excuse  me  from  attempting  the  task  of  criticising 
or  comparing  these  myriad  reproductions. 

Having  thus  traced  the  external  history  of  the  preservation 
of  the  poems  down  to  our  own  day,  we  shall  proceed  to  a  brief 
sketch  of  the  Homeric  controversy  in  modern  times  as  based 
upon  the  materials  set  forth  in  this  chapter. 


CHAPTER   IV. 

HISTORY  OF  THE   HOMERIC    CONTROVERSY    FROM   THE   REVIVAL 
OF    LEARNING   TO    THE    PRESENT    DAY. 

§  37.  After  the  discovery  of  printing,  and  the  dissemination 
of  copies  through  Europe,  the  history  of  the  poems  concerns 
itself  no  longer  with  their  preservation,  now  assured,  but  rather 
with  their  general  reputation  and  the  criticism  of  their  compo- 
sition. The  scholars  of  the  Renaissance  could  not  but  revere  the 
name  which  they  found  celebrated  in  all  Greek  literature  as  that 
of  the  first  and  greatest  of  poets  ;  but  owing  partly  to  the  better 
knowledge  they  possessed  of  Latin,  partly  to  the  influence  of 
Dante,  partly  to  the  artificial  nature  of  their  culture  and  their 
ignorance  of  spontaneous  art,  Homer  was  not  greater  in  their 
eyes  than  Virgil — nay  rather  with  many  decidedly  inferior. 
He  was  praised  as  the  rival  and  fellow  of  Virgil,  but  not  studied 
with  any  real  care.  Voltaire,  indeed,  seems  to  have  appreciated 
the  perfection  of  the  details  of  the  Iliad  as  compared  with  its  de- 
ficiency in  plot;  and  still  earlier,  Vico  had  made  some  bold  and 
curious  guesses  about  the  mythical  character  of  Homer  himself 
as  the  ideal  representative  of  Greek  epic  poetry,  and  had  been 
followed  by  Zoega  and  Wood.  But  these  isolated  judgments 
are  of  no  importance. 

§  38.  The  first  move  in  modern  Homeric  criticism  was  the 
discovery  and  publication  of  the  older  Venetian  scholia  by 
Villoison.  The  second  and  greatest  was  the  Prolegomena  of  F.  A. 
Wolf  (1795),  based  upon  this  discovery  ;  for  the  scholia  showed 
plainly  the  doubts  and  difficulties  of  the  Alexandrian  editors,  who 
were  obliged  to  accept  and  reject  passages,  not  on  the  authority 
of  well-authenticated  manuscripts,  but  according  to  laws  of  criti- 
cism established  among  themselves,  and  based  on  taste,  and  on 
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minute  study  of  epic  diction.  It  was  plain  that  the  manu- 
scripts which  we  possess  represent  nothing  older  or  purer  than 
the  Alexandrian  texts,  it  was  equally  plain  that  the  Alexandrians 
had  before  them  no  text  approaching  the  age  of  the  composi- 
tion of  the  poems.  Their  best  authorities  were  the  city  copies, 
which  were  posterior  to  the  age  of  Peisistratus,  and  none  of  them 
written  in  the  older  alphabet.  As  for  Peisistratus'  copy,  not 
only  had  it  disappeared  (possibly  in  the  Persian  destruction  of 
Athens),  but  there  was  no  city  copy  professing  to  represent  it 
better  than  the  rest. 

Accordingly,  Wolf  held  that  we  had  no  evidence  for  the 
writing  down  of  the  poems  earlier  than  the  commission  of 
Peisistratus.  He  showed  that  the  writing  down  of  these  long 
poems  required  not  merely  knowledge,  but  expertness  in 
writing,  and  presupposed  a  reading  public  to  take  advantage  of 
it.1  This  was  not  the  condition  of  early  poetry  in  Greece,  as 
may  be  seen  from  the  brief  and  fragmentary  remains  of  early 
hymns  and  of  Hesiodic  teaching.  The  poetry  of  the  nation 
was  rather  that  of  wandering  rhapsodes,  who  composed  short 
poems  for  special  occasions,  and  trusted  to  a  well-trained 
memory  and  to  a  traditional  style  for  their  preservation.  In  the 
days  of  Wolf  there  was  a  strong  reaction  in  taste  from  learned 
and  artificial  composition  to  folk-song  and  primitive  simplicity. 
Hence  the  rhapsodes  were  to  him  no  mere  repeaters  or  preservers 
of  Homer,  but  gifted  natural  poets,  each  pouring  out  his  pure 
and  fresh  utterance  to  a  simple  and  receptive  audience.  The 
shortness  and  independence  of  these  several  rhapsodies  were 
proved,  in  Wolfs  mind,  by  the  many  discrepancies  and  contra- 
dictions which  a  careful  examination  could  show  in  the  Iliad. 
He  would  not,  in  fact,  admit  in  it  any  conscious  or  deliberate 
plan  of  composition. 

From   these  premises   he   drew   the   conclusion   that  one 
Homer  could  not  be  the  author  of  the  Iliad  and  Odyssey, 

1  To  this  last  statement"!  demur.  A  listening  public,  with  a  taste  for 
poetry,  is  quite  sufficient,  provided  there  exist  a  literary  class  who  can  use 
writing  in  the  composition  of  their  works.  Cf.  my  arguments  on  the  ques- 
tion in  Macmillaiis  Magazine  for  February  and  April,  1879,  in  answer  to 
Mr.  Paley. 
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but  that  the  Iliad  in  particular  is  a  mere  aggregate  of  materials, 
which  were  accumulating  for  generations,  until  the  artists  of 
an  advanced  literary  epoch  took  it  in  hand  to  combine  and  set 
in  order  these  scattered  fragments.  This  redaction  removed 
many  traces  of  suture  and  of  discrepancy,  but  left  a  large 
number,  and  especially  the  conclusions  of  both  poems,  which 
had  been  suspected  and  condemned  even  at  Alexandria. 
Peisistratus  completed  the  work  by  authentic  written  copies 
and  orderly  recitations.  Homer,  then,  was  merely  the  symbol 
of  this  long,  secret,  national  activity  among  the  Ionians,  and 
does  not  represent  an  individual  genius. 

No  work  on  Greek  philology  ever  created  such  a  stir 
in  the  world  as  this  short  book.  All  the  German  poets, 
philosophers,  and  critics  discussed  it.  Schiller,  on  sesthetic 
grounds,  declared  it  barbarous.  Goethe  wavered,  and  having 
adopted  it  in  his  youth  recanted  in  old  age.  W.  von  Humboldt 
declared  his  assent ;  and  Fichte  even  pronounced  it,  in  truly 
German  style,  to  be  a  conclusion  he  had  himself  attained 
metaphysically  and  a  priori.  On  the  whole,  with  the  aid  of 
Niebuhr,  the  two  Schlegels,  and  G.  Hermann,  the  new  theory 
may  be  said  to  have  taken  Germany  by  storm.  Nothing  in- 
dependent was  done,  either  in  France  or  England,  on  this 
question  till  the  nations  had  settled  down  after  their  great  war. 

§  39.  The  Germans  consider  G.  Hermann  as  the  principal 
writer  on  the  subject  in  the  period  following  upon  Wolf's  ;  but 
his  theories  are  not  so  much  based  on  historical  data  as 
on  probable  assumptions,  and  have  therefore  been  without 
lasting  effect.  His  main  merit  was  to  see  the  great  difficulties 
in  parts  of  Wolf's  theory,  and  the  necessity  of  not  resting  con- 
tent with  his  book  as  if  it  were  a  Homeric  gospel.  He  pointed 
to  the  absurdity  of  the  Homeric  bards  confining  themselves 
to  so  small  a  portion,  not  only  of  Greek  legend,  but  even  of 
the  Trojan  war  ;  then  the  apparent  sudden  silence  of  all  these 
bards  in  the  period  between  the  composition  of  Homer  and 
that  of  the  Cyclic  poems,  which  were  decidedly  later ;  lastly, 
he  pointed  to  the  universal  feeling  of  the  unity  and  excellence 
of  the  Iliad  and  Odyssey  as  based  on  the  interest  and  excellence 
of  their  matter,  rather  than  on  exceptional  treatment. 
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Hence  he  assumed,  what  is  probable  enough,  that  the  di- 
dactic epic  poetry,  like  that  of  Hesiod,  is  really  older  in  Greek 
literature  ;  that  Homer  was  the  first  bard  who  struck  out  a  new 
path,  and  created  a  school  of  imitators  and  rivals  who  con- 
fined themselves,  as  he  had  done,  to  a  small  portion  of  the  ex- 
isting legends.  Hermann  assumed  no  pre-Homeric  materials 
in  Homer,  but  supposed  him  to  be  a  great  and  original  genius 
whose  work,  as  we  have  it,  is  enlarged  and  deformed  by  long 
and  disturbing  interpolations.  He  thought  the  same  poet  had 
composed  a  short  Iliad  and  Odyssey,  and  that  these  were  the 
basis  of  the  succeeding  poems.  But  he  confessed  himself  un- 
able to  explain  the  gap  or  silence  in  epic  poetry  from  the  old 
Homer  to  the  later  Cyclic  poems. 

The  point  in  favour  of  this  theory,  as  compared  with  Wolf's, 
is  that  the  general  plan  in  the  poems  is  regarded  as  not  the 
accidental  result  of  their  aggregation,  but  an  original  outline 
sketched  by  a  master  hand,  and  gradually  filled  in  by  expanding 
episodes. 

§  40.  On  the  other  hand,  Lachmann  was  led  by  Wolfs 
work  to  apply  similar  reasonings  to  the  old  German  epic,  the 
Nibelungen-lied,  which  he  examined  for  the  purpose  of  dis- 
covering its  claim  to  unity  in  the  relation  of  its  component 
parts.  The  result  of  this  comparative  study  was  a  more 
advanced  and  thorough-going  scepticism  concerning  the  unity 
of  the  Iliad.  He  denies,  indeed,  that  the  Iliad  is  a  mere 
aggregate  of  rudely  joined  poems  without  any  deliberately 
composed  transitions  ;  but,  nevertheless,  he  believes  that  he 
has  found  so  many  inconsistencies  and  contradictions  that  he 
distinctly  asserts  the  plan  of  the  Iliad  to  be  the  afterthought 
of  a  clever  arranger,  and  not  an  original  element  in  the 
poem. 

The  views  of  Hermann  and  Lachmann  may  be  said  to 
comprise  under  them  all  the  various  theories,  or  modifications 
of  theories,  with  which  the  classical  press  of  Germany  is 
teeming,  and  which  have  caused  angry  controversies. 

§  41.  No  notable  German  scholar  of  the  present  day  ven- 
tures to  hold  the  substantial  unity  and  purity  of  either  the  Iliad 
or  Odyssey  in  the  sense  received  at  Alexandria,  and  stili  not 

vol.  I. — 3 
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unfrequent  in  England.  The  so-called  advocates  of  the  unity 
of  the  Iliad — Nitzsch,  Bernhardy,  Bergk,  and  a  few  others — 
advocate  it  in  a  eense  which  would  astonish  any  ancient  critic, 
or  any  modern  enthusiast  for  a  single  Homer.  Instead  of 
obelising  here  and  there  a  line,  or  pair  of  lines,  as  Zenodotus 
and  Aristarchus  had  done — a  proceeding  which,  with  all  the 
old  critics  together,  only  affected  some  1160  lines  in  the  two 
poems — these  defenders  of  the  unity  of  the  Iliad  reject  books, 
and  parts  of  books,  with  a  readiness  which  almost  destroys 
their  own  argument.  It  is,  in  fact,  no  more  than  the  theory 
of  Hermann,  that  there  was  a  short,  simple  nucleus,  enlarged 
and  injured  by  great  and  often  inconsistent  additions. 

Thus  Bergk,  the  latest  of  them,  rehandles  the  Iliad  in  a 
manner  more  arbitrary  than  has  been  done  by  advanced  advo- 
cates of  the  theory  of  aggregation.  He  assumes  that  the  original 
Homer,  a  personage  of  stern  and  grand  temper,  living  in  the 
tenth  century  B.C.,  composed  a  short,  simple  epic  of  such  merit 
that  all  additions  can  be  detected  by  their  style.  Then  there  are 
the  imitators,  of  undetermined  number,  one  of  whom  certainly 
possessed  much  grace  and  elegance,  and  was  a  true  poet, 
though  far  removed  from  the  grandeur  of  the  real  Homer. 
These  have  composed  the  famous  dialogue  of  Priam  and 
Helen  on  the  walls,  the  parting  of  Hector  and  Andromache, 
the  funeral  games,  and  the  ransoming  of  Hector — all  unworthy 
of  the  stern  original  poet.  It  verily  requires  some  assur- 
ance to  assert  that  in  a  great  literary  artist  sternness  and 
tenderness  are  inconsistent,  and  to  found  upon  it  a  difference 
of  authorship  !     But  this  is  not  all. 

In  addition  to  the  real  Homer,  and  the  gifted  but  weaker 
imitators,  comes  the  '  impertinent  diaskeuast,'  who  re-arranged, 
altered,  and  greatly  injured  the  poems  in  reducing  them  to  their 
present  form.  To  this  man  he  attributes  all  passages  in  which 
the  Cretan  chiefs,  Idomeneus  and  Meriones,  appear  on  the 
scene.  The  diaskeuast  had  probably  been  hospitably  treated 
in  Crete,  was  very  fond  of  eating  and  drinking;  and  so  he 
glorifies  Lemnos  for  its  wine  and  Crete  for  its  valour.  He  also 
inserted  all  the  eating  and  drinking  scenes  which  are  so  pro- 
minent in  the   Iliad,  besides  many  other  narratives,  or  parts  of 
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narratives,  which  are  in  Bergk's  judgment  flippant  and  vapid 
in  tone,  though  good  literary  judges  have  read  and  admired 
them  without  any  suspicion  of  such  late  and  unworthy 
origin. 

§  42.  Nothing  can  prove  more  completely  how  the  views  of 
Wolf  and  Lachmann  have  affected  even  their  bitterest  adver- 
saries in  Germany.  There  is,  in  fact,  no  writer  of  any  note  for 
the  last  generation  in  that  country  who  has  ventured  to  uphold 
the  real  unity  of  the  Iliad  even  in  the  most  modest  way.  On 
the  other  hand,  the  professed  followers  of  Lachmann  are 
numerous  and  loud  in  proclaiming  their  victory.  His  at- 
tempt to  separate  part  of  the  Iliad  into  the  original  songs  of 
which  it  was  composed  has  been  followed  up  by  Kochly — who 
has  also  published  an  Iliad  in  sixteen  or  seventeen  separate 
songs — by  Lehrs,  by  Bonitz,  and  by  many  others.  They 
differ,  as  I  have  said,  from  the  pretended  advocates  of  unity, 
by  denying  that  there  is  any  plan  in  the  patchwork  of  the 
Iliad  beyond  what  was  .brought  into  it  by  the  commission  of 
Peisistratus.  Lachmann  even  declares  such  a  notion  of  place 
as  ridiculous.  Bonitz  thinks  that  all  the  admiration  excited 
in  modern  poets  and  men  of  critical  taste  is  really  produced 
by  the  excellence  of  the  details,  and  that  this  feeling  is 
fallaciously  transferred  to  the  plot,  which  has  no  such  merit. 

All  these  critics  have  fixed  their  attention  so  firmly  on 
prying  after  discrepancies,  they  are  so  outraged  by  inconsis 
tencies  of  the  most  trifling  sort,  by  mistakes  in  the  names 
of  heroes,  by  the  re-appearance  of  slain  heroes,  by  the  in- 
accuracies of  chronology  in  the  days  and  nights  of  the  action, 
that  they  have  lost  all  sense  or  appreciation  for  the  large  unity 
of  plan  which  has  conquered  and  fascinated  the  literary  world 
for  more  than  twenty  centuries. 

3  43.  Thus  the  controversy  about  the  Iliad  has  narrowed 
itself  in  Germany  to  a  very  definite  issue.  All  critics  allow 
ihat  there  is  considerable  patchwork  in  the  poem,  that  but  a 
small  part  of  it  comes  from  a  single  author,  that  there  are 
evidences  of  the  incorporation  of  various  independent  lays. 
There  is,  of  course,  great  diversity  of  opinion  among  these 
subtle   and   dogmatic   sceptics   concerning   the   merit   of  the 
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individual  pieces  and  their  fitness  for  their  place.  What  one 
considers  splendid  old  poetry  the  next  considers  foolish  and 
vapid  ;  what  one  holds  to  be  so  out  of  place  as  to  prove 
manifest  patchwork,  the  next  proves  necessary  to  the  march  of 
the  action.  Yet  upon  many  passages  they  are  agreed,  and 
have  brought  in  a  verdict  of  incongruity.  The  great  question 
still  at  issue  is  this  :  Were  these  separate  poems  brought 
together  before  the  plot  or  after  it  ?  Were  they  connected  by  a, 
poet  who  conceived  a  large  plan,  and  who  desired  to  produce  a 
great  work  on  the  wrath  of  Achilles,  or  were  they  a  mere  aggre- 
gate brought  together  for  the  sake  of  preserving  and  publishing 
old  and  beautiful  lays,  which  by  their  mere  cohesion  formed  a 
sort  of  loose  irregular  plot,  and  by  their  several  excellence  im- 
posed a  belief  in  their  unity  upon  an  uncritical  age? 

§  44.  While  this  has  been  the  general  course  of  the  Homeric 
question  as  regards  the  Iliad  in  Germany,  scholarship  in  England 
has  followed  quite  a  different  and  isolated  path.  I  will  not  say 
that  our  English  writers  on  the  Homeric  question  are  ignorant 
of  the  labours  of  the  Germans,  especially  of  the  earlier  labours, 
which  are  for  the  most  part  written  in  Latin.  On  the  contrary, 
some  of  them— as,  for  instance,  Mure— show  a  very  wide  acquain- 
tance with  this  literature.  But  I  cannot  help  thinking  that  none 
of  them,  except  Grote,  has  been  familiar  with  German  philo- 
logy from  his  youth.  They  have  read  the  Germans  for  the 
sake  of  the  controversy,  and  when  their  minds  were  made  up ; 
so  that  both  Colonel  Mure  and  Mr.  Gladstone  study  the  Ger- 
mans in  order  to  refute  them,  while  Mr.  Paley  is  so  carried 
away  by  their  arguments  that  he  outruns  even  their  wildest 
scepticism. 

§  45.  I  will  give  a  very  brief  sketch  of  the  principal  points 
in  the  English  history  of  this  controversy.  The  arguments  of 
Wolf  had  their  effect  upon  Payne  Knight,  whose  Prolegomena 
to  his  curious  edition  (with  the  digamma  introduced),  while 
asserting  very  conservative  views  as  to  interpolations  or  aggre- 
gation of  parts  in  the  Iliad,  advocated  the  separate  origin  of . 
the  two  poems.  He  urged  the  usual  grounds  for  a  difference 
of  authorship — differences  of  language,  of  mythology,  and  of 
general   treatment — sustaining   them   with   profound    learning 
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and  great  acuteness.  This  theory  was  submitted  to  an 
elaborate  examination  and  refutation  by  Colonel  Mure,  in  his 
very  erudite  History  of  Greek  Literature — a  book  which  has 
not  received  a  tithe  of  the  attention  it  deserved,  and  which 
the  German  writers  on  the  subject  pass  over  with  a  single 
sentence — as  a  retrograde  British  work  a  generation  behind  the 
attitude  of  Wolf. 

Mure  is,  indeed,  the  most  determined  advocate  of  the  unity 
of  authorship  of  the  whole  Iliad  and  the  whole  Odyssey.  He 
will  hardly  allow  even  the  -^vyaywyia  of  the  last  book  in  the 
Odyssey  to  be  interpolated,  and  will  only  submit  to  the  obelus 
of  Aristarchus  where  there  is  authority  for  it  in  the  old  editions 
— not  where  the  sesthetical  taste  of  the  Alexandrian  school  was 
offended.  But  he  holds  this  view  with  his  eyes  open,  and  after 
a  careful  perusal  of  all  that  the  Germans  up  to  his  day  had 
written  upon  the  subject.  Moreover,  he  makes  good  the  great 
standpoint  of  English  criticism  as  opposed  to  them  :  it  is  the 
principle  that  a  large  quantity  of  inconsistencies,  and  even  con- 
tradictions, are  perfectly  compatible  with  single  authorship. 

This  principle  has  been  further  worked  out  by  Mr.  Glad- 
stone,1 who  has  added  many  illustrations  and  much  ingenious 
pleading  to  the  position  of  Mure.  He,  too,  holds  the  person- 
ality of  Homer,  his  historical  reality,  and  that  both  the  Iliad 
and  Odyssey  are  the  offspring  of  his  genius.  He  has  exhausted 
his  great  ability  in  showing,  as  Mure  had  before  done,  deli- 
cate touches  of  character  consistently  applied  to  the  same 
individuals  all  through  the  poems.  It  is  well  known  that 
Aristarchus  refuted  the  Separatists  by  a  tract  proving  antici- 
pations of  the  Odyssey  in  the  Iliad.  This  argument  has  not 
been  pressed  of  late  years  ;  but  every  casual  conformity  is 
urged  as  a  proof  of  unity,  while  all  inconsistencies  and  diffi- 
culties are  explained  as  the  natural  imperfections  of  a  long 
work  composed  without  writing,  in  an  uncritical  age,  and 
addressed  to  uncritical  hearers.  The  beauty  and  perfection 
of  the  suspected  books  of  the  Iliad  (I,  £2,  and  others)  are 
cited   as   proving  their  genuineness ;    it  is   assumed   that  no 

1  Homer  and  the  Homeric  Age  (3  vols.,  185S)  :  Inventus  Mundi  (1869), 
and  in  many  short  articles  in  the  Contemporary  and  Nineteenth  Century. 
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number  of  different  poets  could  possibly  be  so  excellent.  Even 
the  Alexandrian  rejection  of  the  conclusions  of  both  poems  is 
disallowed.  In  fact,  the  attitude  of  Mure  and  Mr.  Gladstone 
is  not  only  behind  Wolf,  it  is  distinctly  behind  Aristarchus  and 
Zenodotus.  There  is,  I  think,  no  other  question  in  Greek 
literature  where  England  and  Germany  appear  to  me  to  have 
travelled  so  long  on  such  different  lines  ;  nor  do  I  know  any 
controversy  where  the  attitude  of  the  two  nations  is  more 
separate  and  isolated,  in  spite  of  numerous  quotations  from 
one  another's  writings. 

§  46.  But  while  these  respectable  scholars  were  advocating 
the  vulgar  beliefs  of  an  uncritical  age,  Mr.  Grote,  with  a  com- 
plete study,  and,  still  more,  with  a  thorough  appreciation  of 
German  philology,  matured  his  great  chapter1  on  the  Homeric 
poems,  which  contains  (in  my  opinion)  more  good  sense  and 
sound  criticism  than  all  else  that  has  been  written  on  the 
subject  either  in  England  or  Germany ;  for,  in  addition  to 
his  great  natural  ability,  he  combined  English  good  sense, 
and  correct  literary  taste,  with  German  thoroughness  of  eru- 
dition. He  agrees  with  Payne  Knight  on  the  divided  author- 
ship of  the  Iliad  and  Odyssey,  but  does  not  separate  them  in 
age  by  any  serious  interval.  He  advances  beyond  him  by 
admitting  what  the  Germans  had  unanimously  accepted — the 
want  of  connection  of  parts  in  the  Iliad.  The  arguments  of 
W.  Miiller,  G.  Hermann,  and  Lachmann  forced  him  to  see 
the  inconsistencies  of  the  Iliad  to  be  more  than  mere  forget- 
fulnesses.  But  he  does  not  admit  the  necessity  of  supposing 
more  than  two  authors — one  of  an  Ackillcis,  the  other  of  an 
Iliad.  He  constructs  an  ingenious  theory  about  the  piecing 
together  of  these  poems,  and  the  possibility  of  resolving  the 
Iliad  into  its  component  parts.  As  to  the  hypothesis  of  an 
aggregation  of  independent  lays,  mechanically  combined  in  the 
time  of  Peisistratus,  he  refutes  it  by  arguments  so  strong  that  I 
can  hardly  conceive  them  else  than  final.  Whatever  doubts 
may  remain  as  to  his  positive  theory  on  the  construction  of  the 
Iliad,  his  general  review  of  the  German  authorities  up  to  the 
year  1854  is  of  inestimable  value  to  the  English  reader. 

1  Hist,  of  Greece,  part  i.  chap.  xxi. 
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The  theory  of  Grote,  received  with  great  respect  and  con- 
siderable adhesion  in  Germany,  has  not  yet  triumphed  among 
us  over  the  old-fashioned  views  advocated  by  Mr.  Gladstone — 
not  at  least  generally,  for  there  are  many  English  scholars  who 
have  of  late  shown  tendencies  towards  a  critical  attitude. 

§  47.  But  after  many  years  Grote's  labours  have  borne  their 
fruit  in  the  learned  work  of  Professor  Geddes,  of  Aberdeen, 
who  has  taken  up  and  expanded  them  into  a  peculiar  and  in- 
genious theory  of  his  own.1  Accepting  the  severance  of  the 
Iliad  into  an  Achillas  and  an  Iliad,  he  spends  much  ingenuity 
in  showing  that  the  Achilleis  is  by  a  different  and  an  earlier  poet, 
whose  psychology,  mythology,  and  personal  character  are  ruder 
and  less  artistic  than  those  of  the  later  poet,  but  who  possesses 
certain  massiveness  and  fierceness  which  are  very  striking. 
The  tastes  and  the  beliefs  of  this  poet  point,  he  thinks,  to 
a  Thessalian  origin  ;  and  this  accounts  for  such  features  as  his 
love  of  the  horse,  an  animal  common  only  in  a  few  parts  of 
Greece,  and  his  limited  geographical  knowledge,  which  is  well- 
nigh  confined  to  the  northern  y£gean.  But  as  to  the  rest  of 
our  Iliad,  Professor  Geddes  advances  a  long  way  beyond  Grote, 
and,  indeed,  opposes  him,  holding  that  it  was  not  only  the 
work  of  one  poet,  but  that  this  poet  was  also  the  author  of  the 
Odyssey,  and  the  real  Homer.  This  conclusion  he  seeks  to 
establish  by  showing  that  the  strong  contrasts  between  the 
Achilleis  and  the  rest  of  the  Iliad  are  all  contrasts  carried  out 
in  the  Odyssey  as  compared  with  the  Achilleis.  He  is,  in  fact, 
a  chorizontist,  or  separator,  but  draws  his  line  through  the  middle 
of  the  earlier  poem  and  not  at  its  close.  In  mythology,  in 
manners  and  customs,  in  the  use  of  peculiar  words  and 
epithets,  he  draws  out  tables  to  show  that  the  Odyssey  and 
the  Odyssean  cantos  of  the  Iliad  agree,  and  are  opposed  to  the 
Achilleid. 

With  his  separatist  arguments  I  am  perfectly  satisfied,  and 
think  he  h?s  brought  valuable  evidence  in  detail  to  show  the 
critical  sagacity  of  Grote  in  guessing  the  truth  on  general 
grounds  ;  but  his  positive  theory  is  vitiated  by  accepting  what 
Grote  and  all  the  men  of  his  day  accepted — the  unity  of  the 

1  The  Problem  of  the  Homeric  Poems  (1S79). 
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Odyssey.  Writing,  though  in  1878,  without  regard  to  Kirch- 
hoff's  work,  he  thinks  that  any  likeness  in  the  'Ulyssean'  cantos 
of  the  Iliad  to  any  part  of  the  Odyssey  proves  unity  of  author- 
ship in  these  cantos.  This  evidence  rather  proves  that  the 
same  school  of  poets  was  at  work  on  both  poems,  and  that 
the  framers  of  the  Odyssey  were  either  contemporaneous  with 
the  completers  of  the  Iliad,  or  copied  closely  the  Ionic  features 
which  appear  in  the  '  Ulyssean ;  cantos.  I  am  still  disposed  to 
place  the  Odyssey  as  a  whole  later  than  the  Iliad,  and  '  in 
the  old  age  of  Homer,'  as  the  Greek  tradition  expresses  it ;  but 
no  doubt  some  books  of  the  Iliad,  such  as  K,  ^,  and  O,  may 
be  as  late  as  the  lays  of  the  Odyssey.1 

1  This  theory  of  Professor  Geddes  receives  curious  corroboration  from  a 
German  source  which  he  never  quotes,  and  which  may  therefore  be  looked 
on  as  supporting  him  on  perfectly  independent  grounds.  Sengebusch,  in  his 
monumental  Disscrtationes  Homericce  (prefixed  to  Dindorf's  Teubner  text 
of  Homer)  developes  a  most  important  Homeric  theory,  altogether  in  pur- 
suance of  the  remaining  fragments  of  Aristarchus'  criticism,  which  is  to  him 
the  infallible  guide  in  these  matters.  Adopting  from  Aristarchus  the  Attic 
origin  of  the  Homeric  epic,  he  believes  the  tradition  that  Homer,  or  his 
parents,  or  at  any  rate  his  poetry,  passed  with  the  Ionic  migration  to  Ios, 
then  to  Smyrna,  and  that  there,  in  the  new  Ionic  home,  the  Iliad  and 
Odyssey  saw  the  light.  But  he  also  holds  that  epic  poetry  in  Athens  was 
not  indigenous,  and  came  with  Eumolpus,  as  the  legend  says,  from  Pierian 
Thrace  or  Thessaly,  the  original  home  of  the  Olympian  worship  of  the 
Muses.  These  Thracian  singers  separated  into  Heliconian  (Boeotian) 
and  Attic,  and  from  the  latter  arose  the  poet  or  the  school  which  passed 
into  Ionia.  Moreover,  Sengebusch  rejects  all  arguments  to  prove  that 
the  Odyssey  is  younger  than  the  Iliad,  or  by  a  different  school  of  poets 
— this,  too,  following  in  the  wake  of  Aristarchus.  In  all  its  main  features 
this  theory  of  Sengebusch,  which  is  sustained  with  masterly  ability,  and 
with  a  knowledge  of  the  Homeric  scholia  such  as  few  possess,  is  upon  the 
same  lines  as  Professor  Geddes'  book,  though  Sengebusch  divides  his 
homage  for  Aristarchus  with  his  homage  for  his  master  Lachmann  so  far 
as  to  admit  against  Aristarchus  that  a  school  of  bards  working  together  may 
have  composed  the  poems,  but  within  a  very  few  years,  as  the  Nibehtngen- 
lied'v*,  said  to  have  been  put  together  between  1190  and  1210  a.d.  Thus 
Sengebusch  would  hold  that  the  earlier  epics  composed  in  Thrace  or  Attica 
had  disappeared,  while  Professor  Geddes  holds  that  they  have  distinctly 
survived  in  the  Achilleid.  If  our  English  scholars  would  but  acquaint 
themselves  with  the  rest  of  European  study  on  their  subjects,  some  general 
agreement  might  not  be  impossible. 


CH.iv.  MR.  F.  A.  PA  LEY.  57 

§  48.  The  atomistic  theory  of  both  Iliad  and  Odyssey  has, 
moreover,  received  unexpected  support  from  the  rise  of  com- 
parative mythology  into  philological  importance.  For  upon 
this  theory  the  legends  of  the  siege  of  Troy  are  mere  echoes 
of  immensely  older  solar  myths ;  the  names  of  the  heroes 
are  adapted  from  those  of  solar  phenomena  ;  and  extreme 
easiness  of  belief  on  this  point  is  compensated  by  a  corre- 
sponding scepticism  as  to  the  age  of  their  combination  into 
larger  unities.  The  most  prominent  advocate  of  this  view  is 
Mr.  F.  A.  Paley,  who  not  only  accepts  the  destructive  criti- 
cism of  Wolf,  Lachmann,  and  all  the  Germans,  but  even 
refuses  to  the  commission  of  Peisistratus  the  fabrication  of  the 
poems,  and  believes  that  the  Iliad  and  Odyssey  did  not  receive 
their  present  form  till  the  time  of  Plato.1  He  bases  this 
judgment  on  the  facts  (1)  that  the  quotations  from  Homer  in 
earlier  authors  do  not  correspond  with  our  text;  (2)  that  the 
earlier  art  of  the  Greeks  in  sculpture,  vase  painting,  and  tragedy 
seems  to  have  borrowed  very  little  from  our  present  text, 
though  perpetually  reproducing  other  Trojan  legends  ;  (3)  that 
there  are  late  forms  of  language  in  the  poems,  and  blundering 
archaicisms  ;  (4)  that  the  common  use  of  writing,  required  for 
the  composition  and  dissemination  of  the  poems,  cannot  be 
proved  earlier  than  the  days  of  Pericles.  He  advances  to  the 
position  that  possibly  Antimachus  of  Colophon,  or  some  obscurer 
contemporary,  put  our  Iiiad  and  Odyssey  together  from  loose 
materials — in  the  words  of  Dio  Cassius,  'having  got  rid  of 
Homer,  he  introduces  to  us  instead  Antimachus  of  Colophon, 
a  poet  whose  very  name  we  hardly  knew.'  What  we  do  hear 
of  Antimachus  is  this :  that  he  was  a  notably  frigid  and  unsuc- 
cessful epic  poet,  contemporary  with  Plato ;  that  his  poems 
were  extant,  and  are  quoted  in  the  Venetian  scholia  by  the 
Alexandrian  critics ;  that  he  prepared  an  edition  of  the  Iliad, 
which  is  quoted  constantly  in  the  same  scholia  as  one  of  those 
rar'  iivSpa,  and  as  inferior  to  and  more  recent  than  the  city 

1  The  following  tracts  contain  Mr.  Paley's  various  restatements  of  his 
theoiy  :  On  Quintus  Smyrnceiis  <S°<r.  (1S76)  ;  Homerus  Peridis  atate,  &*c. 
(1877)  >  Homcri  qua  nunc  extant,  &>c.  (1878) ;  and  his  article  in  Macmil- 
laris  Magazine  for  March,  1879. 

3* 
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editions,  when  it  differs  from  them.  These  facts  surely  dispose 
of  the  claim  of  any  such  new  Homer,  if  it  were  not  already 
sufficiently  absurd  to  imagine  the  noiseless  and  unnoticed  birth 
of  the  two  great  epics  in  a  literary  and  critical  age. 

It  is  moreover  only  by  inventing  an  impossible  epoch  that 
Mr.  Paley  has  found  a  date  for  the  composition  of  the  poems. 
He  places  it  after  the  Tragic  poets  and  before  Plato,  who  knows 
and  quotes  our  text.  But  Sophocles  and  Euripides  were  com- 
posing tragedies  until  Plato  was  of  age,  and  the  latest  of  these 
plays  show  no  greater  familiarity  than  those  of  ^Eschylus  with 
our  Homer.  This  silence  then  of  the  dramatists  must  have 
been  intentional,  and  proves  nothing  for  Mr.  Paley.1 

Again,  the  absence  of  reference  in  Greek  tragedy  to  the 
subjects  of  the  Iliad  and  Odyssey  cannot  be  explained  by  their 
non-existence  as  epics,  for  it  would  equally  demonstrate  the 
non-existence  of  the  separate  lays  which  compose  them,  and 
would  thus  prove  infinitely  too  much,  as  not  even  Mr.  Paley 
will  assert  that  the  materials  of  the  epics  were  not  old.  If  they 
existed  as  separate  lays,  their  excellence  would  have  secured 
their  frequent  imitation,  but  for  the  only  tenable  reason — the 
conscious  abstaining  of  later  Greek  art  from  touching  these  great 
masterpieces.  Thus  the  Odyssey  carefully  avoids  all  iteration 
of,  or  even  allusion  to,  the  Iliad. 

The  assertion  of  the  late  dissemination  of  writing  in  Greece 
has  been  disproved  by  the  actual  existence  of  old  inscriptions. 

I  cannot  here  turn  aside  to  discuss  the  linguistic  arguments 
of  Mr.  Paley,  but  will  only  refer  to  Mr.  Sayce's  supplementary 
chapter  in  this  volume,  where  it  is  shown,  with  a  full  apprecia- 
tion of  Mr.  Paley's  objections,  that  no  really  recent  origin  can 
be  inferred  from  the  grammatical  complexion  of  our  text.  I 
will  add,  moreover,  that  the  newer  researches  into  Homeric 
language  prove  in  many  respects  not  its  recent,  but  its  exceed- 
ingly ancient  complexion.  This  is,  I  believe,  more  strictly  the 
case  with  Homeric  syntax,  so  far  as  it  has  been  examined. 

§  49.  The  history  of  criticism  on  the  Odyssey,  which  has 

1  The  reasons  of  ^schylus,  the  father  of  tragedy,  for  preferring  other 
legends  than  Homer's  are  well  explained  by  Nitzsch  in  the  second  volume 
of  his  Sagenpoesie  der  Griechen. 
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been  necessarily  touched  in  the  foregoing  sketch,  is  somewhat 
simpler  than  that  of  the  Iliad.  Wolf,  who  felt  so  strongly  the 
piecemeal  character  of  ths  Iliad,  declares  himself  as  struck  at 
every  fresh  perusal  with  the  harmony  and  unity  of  the  Odyssey. 
Grote,  who  wonders  that  critics  have  commenced  with  the 
more  complicated  and  difficult  poem,  asserts  that  the  question 
of  unity  would  never  have  been  raised  had  the  Odyssey  alone 
been  preserved.  The  most  trenchant  dissectors  of  the  Iliad, 
and  those  who  stoutly  maintain  it  to  be  an  aggregate  without 
any  presiding  plan  among  the  authors  of  its  fragments,  confess 
that  the  Odyssey  differs  in  the  much  greater  method  and  clear- 
ness of  its  structure,  and  at  least  represents  the  work  of  a  far 
more  experienced  arranger.  Nevertheless,  the  Germans  could 
not  but  admit  large  interpolations.  Even  Nitzsch,  Baumlein, 
Schomann,  Bergk,  and  other  defenders  of  its  unity,  admit  this, 
nor  do  any  of  them  maintain  the  conclusion  (from  1//  296  to 
the  end)  which  Aristophanes  had  already  rejected. 

But  the  effect  of  pulling  to  pieces  the  Iliad  at  last  began 
to  tell  on  the  Odyssey.  The  task  of  hunting  for  supposed 
discrepancies  and  the  sutures  of  divers  accounts  is  too  con- 
genial to  the  German  professor,  and  too  well  suited  to  his 
tone  of  thinking,  to  permit  so  large  and  complicated  an  epic  as 
the  Odyssey  to  escape  his  censure.  So,  beginning  from  A. 
Jacob,  or  Bekker,  but  not  till  about  1850,  a  series  of  acute 
monographs  have  assailed  the  consistency  of  the  Odyssey,  and 
endeavoured  to  show  that  this  poem  also  is  made  up  ol 
several  special  songs,  at  least  four  in  number,  with  inter- 
polations besides.  By  far  the  -ablest  of  these  critics  and  their 
acknowledged  master  is  A.  Kirchhoff,1  whose  views  are  now 
generally  adopted  and  developed  by  the  Atomistic  school. 

While  this  writer  shares  with  his  countrymen  their  over- 
subtlety,  and  the  want  of  a  sound  cesthetical  judgment  as  to 
what  is  good  and  bad,  or  as  to  what  is  excusable  or  inex- 
cusable, in  an  old  poet  reciting  to  an  unlettered  and  uncritical 
audience,  he  nevertheless  shows  with  real  force  many  evidences 
of  patching  in  the  Odyssey  which  had  hitherto  escaped  other 
scholars.      He   makes   it  very  probable   that   the   advice   of 

1  Die  Composition  der  Odyssee  (Berlin,  1869). 
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Athene  to  Telemachus  in  a  is  made  up  not  very  skilfully  from 
the  subsequent  narrative.  Still  moie  clearly  he  shows  how  the 
action  is  too  manifestly  delayed  by  the  absence  of  any  direct 
reply  of  Odysseus  to  the  point-blank  question  of  Arete  as  to 
his  name  and  family.1  He  also  shows  grounds  for  asserting 
that  the  long  narrative  (k-/i)  put  into  the  first  person  in  Odysseus' 
mouth  was  adopted  from  older  narratives  in  the  third  person. 
He  discovers  two  inconsistent  reasons,  one  natural  and  the 
other  miraculous  (v  429),  for  the  non-recognition  of  Odysseus. 
He  believes  therefore  that  the  old  nostos  of  Odysseus  was 
greatly  enlarged,  and  endeavours  to  show,  on  various  grounds, 
that  this  took  place  somewhere  about  01.  30.  His  theory 
seems  very  parallel  to  that  of  Grote  on  the  Iliad,  who  holds 
the  shorter,  and  I  think  older,  Wrath  of  Achilles  to  have  been 
expanded  by  the  borrowing  of  whole  books  from  a  longer 
Iliad. 

§  50.  The  examination  of  particular  passages  throughout  the 
Odyssey  has  not  yet  been  carried  out  by  the  Germans  with 
their  accustomed  detail,  but  enough  has  been  done  to  bring 
the  latest  advocates  of  its  unity,  Bergk  and  Faesi,  to  admit 
large  interpolations.  I  do  not  think  the  theory  of  a  me- 
chanical aggregation  by  Peisistratus  is  now  held  by  any  man 
of  sense  in  Germany  ;  it  being  universally  allowed  that  the 
plan  is  an  essential  part  of  the  composition,  and  that  it  is 
considerably  older  than  the  famous  commission.  Mr.  Paley 
alone  ventures  to  class  it  in  this  respect  along  with  the  Iliad, 
and  bring  down  its  compilation  to  those  well-known  and  critical 
days  when  every  new  poem  was  named  and  claimed  by  a  jealous 
author. 

The  controversy  concerning  the  composition  of  the  Odyssey 
is  growing  hot  in  Germany,  and  is  likely  to  occupy  a  leading 
place  for  some  years  to  come  ;  but,  as  well  as  I  can  make 
out,  the  main  point  at  issue  is  not  quite  the  same  as  in  the 
case  of  the  Iliad.  The  theory  of  aggregation  of  short  lays 
being  very  improbable,  and  that  of  a  plan  guiding  the  compo- 
sition  or  adaptation   of   the   lesser    unities  being  generally 

1  Cf.  the  interpolation  o  270-97  with  #  209,  sq.  ;  and  7}  238,  to  which 
no  answer  is  vouchsafed  until  t  19. 
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accepted,  it  remains  to  account  for  the  numerous  passages 
which  are,  in  the  opinion  of  German  critics,  out  of  harmony 
with  this  plan,  and  so  inconsistent  with  it  that  they  cannot 
have  been  composed  by  the  poet  who  framed  the  general  nar- 
rative. On  the  one  hand,  the  school  of  Kirchhoff,  represented 
by  Friedlander,  Bonitz,  Hartel,  and  others,  hold  that  these 
passages  x  are  vamped  together,  or  arranged  by  the  poet  who 
was  uniting  the  adventures  of  Telemachus  with  the  return  of 
Odysseus,  and  who  framed  the  main  narrative  of  Odysseus' 
travels  as  a  recital  by  the  hero  himself.  They  hold  that 
original  passages  were  deliberately  left  out,  or  changed  into  the 
form  in  which  we  now  have  them,  and  that  the  unskilfulness 
with  which  this  has  been  done  lets  us  see  when  and  why  it 
has  been  undertaken.  Kirchhoff  rejects  altogether  as  un- 
scientific the  assumption  of  interpolations,  unless  a  distinct 
reason  can  be  assigned  which  prompted  such  interpolation. 

This  great  principle,  which  ought  to  become  a  Canon 
in  criticism,  is  a  terrible  blow  to  the  speculations  of  his 
opponents,  who  accordingly  attack  him  vehemently.  Of 
these  Duntzer,  Heimreich,  Kammer,  and  Bergk  maintain 
that  they  can  restore  the  primitive  form  of  the  Odyssey 
by  merely  extending  the  proceeding  of  Aristarchus,  and 
rejecting  as  interpolations  such  passages  as  are  inconsis- 
tent in  thought,  or  unworthy  in  style,  when  compared  with 
the  genuine  poetry  of  the  Odyssey.  They  allow  large  room 
to  critical  taste,  and  accordingly  differ  widely  as  to  the  merit 
or  demerit  of  sundry  suspected  passages.  To  assert  the  unity 
of  the  Odyssey  in  any  honest  or  real  sense  is  now  nearly  as 
obsolete  in  Germany  as  it  is  to  assert  the  unity  of  the  Iliad. 
It  is  even  very  unusual  to  find  competent  critics,  like  Senge- 
busch,  who  will  assert  that  the  Odyssey  and  the  Iliad  even 
in  part  come  from  one  poet  or  from  poets  of  the  same 
age  and  school.  Professor  Geddes  is  led  to  this  view  by  as- 
suming the  Odyssey  to  be  one  and  indivisible,  and  finding 
close  correspondences  in  certain  parts  of  the  Iliad  ;  Senge- 
busch  evidently  by  the  authority  of  Aristarchus,  who  asserted 

1  Such  as  a  269-302,  u  370-390,  v  94  compared  with  0  50  (the  same  day). 
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the  author  of  the  Iliad  to  have  anticipated  the  Odyssey  in  many 
of  his  allusions.1 

§  51.  A  calm  review  of  this  long  controversy  suggests 
.several  curious  reflections,  which  have  so  large  an  application 
that  they  can  hardly  be  here  out  of  place.  The  first  point 
which  strikes  us  is  the  remarkable  contrast  of  attitude  be- 
tween the  English  and  German  critics.  The  Germans,  one 
and  all,  lay  the  greatest  stress  on  matters  of  detail;  and  it  is 
quite  an  admitted  axiom  among  them  that  any  passage  incon- 
sistent with  the  general  argument,  or  illogical,  or  merely  re- 
peating a  previous  idea,  caiuiot  be  genuine.  Of  course  they 
quarrel  violently  over  their  facts,  some  declaring  against  pas- 
sages which  others  assert  to  be  necessary  to  the  text  and  of  the 
highest  importance.  Secondly,  it  is  generally  asserted  among 
them,  though  not  universally  admitted,  that  passages  of  inferior 
merit  come  from  the  hand  of  interpolators,  and  are  also  to  be 
rejected;  but  as  the  question  of  poetic  merit  is  purely  sub- 
jective, and  as  the  Germans  are  not  over-competent,  though 
very  positive  as  regards  it,  the  admission  of  this  principle  ne- 
cessarily destroys  all  chance  of  ultimate  agreement.  Thirdly, 
it  seems  tacitly  assumed  by  them  all,  that  all  the  interpola- 
tors or  imitators,  or  later  poets,  if  such  there  were,  must  be 
inferior  to  the  older  and  more  original  bards.  Without  this 
assumption,  the  second  principle  is  in  absolute  jeopardy;  and 
yet  why  may  it  not  constantly  be  false?  Thus  the  poet  of  the 
last  book  of  the  Iliad,  generally  believed  to  be  later  than  the 
rest,  is  surely  a  poet  of  the  very  first  order,  and  in  the  opinion 
of  any  fair  critic  this  book  must  be  held  superior  to  many  of 
those  which  precede  it.  It  is  even  highly  conceivable  that  the 
very  excellence  of  a  later  lay  might  be  the  cause  of  its  recep- 
tion in  an  older  and  poorer  composition. 

The  English,  on  the  other  hand,  are  all  impressed  with  the 
fact  that  no  large  plan  can  be  carried  out  without  a  great  deal 
of  inaccuracy  in  the  details,  even  in  critical  days ;  they  cite 
modern  poets  and  novelists  who  have  been  guilty  of  the  grossest 
blunders  of  this  kind ;  they  maintain  that  such  things  are  abso- 

1  All  the  works  of  the  German  authors  mentioned  will  be  found  enume- 
rated in  the  notes  to  Bonitz'  fourth  edition  of  his  excellent  pamphlet  On  the 
Origin  of  the  Homeric  Poems. 
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lutely  to  be  piedicted  in  long  poems,  composed  without  writing, 
for  an  uncritical  audience,  in  an  uncritical  age.  They  regard 
all  the  dissection  of  details  by  the  Germans  as  the  result .  of  ir- 
relevant subtlety,  provided  a  general  harmony  of  plan,  of  diction, 
and  of  character  can  be  established.  They  have  taken  great 
pains  to  show  such  harmony,  especially  in  the  characters, 
and  have  even  applied  psychological  analysis  to  explain  away- 
great  inconsistencies,  as  in  the  cases  of  Agamemnon  and  Hector. 
This  contrast  of  attitude  is  so  strong  that  it  has  blinded  each 
nation  to  the  importance  of  what  has  been  said  by  the  other, 
unless  we  admit  the  explanation  that  few  scholars  of  either 
nation  are  able  to  appreciate  accurately  the  force  of  an  argument 
in  the  tongue  of  the  other.  They  read,  indeed,  and  quote  each 
other ;  but  it  is  certain  that  to  apprehend  and  weigh  the  force 
of  an  intricate  and  tedious  polemical  statement,  the  reader 
must  be  able  to  run  along  quite  easily  in  the  language  of  the 
writer.  It  is  the  absence  of  this  facility  which  produces  both 
the  general  contempt  and  the  occasional  veneration  shown 
by  the  two  nations  for  each  other's  work.  The  natural  results 
have  followed.  Each  side  spoils  by  exaggeration  a  very  strong 
case.  While  the  Germans  exhibit  a  ridiculous  pedantry  in  many 
of  their  criticisms,  and  often  rouse  the  astonishment  of  the  reader 
by  the  dulness  of  their  literary  judgments,  they  have  certainly 
made  good  too  many  flaws  and  contradictions  to  be  overlooked 
and  explained  away.  While  the  English  are,  on  their  side, 
too  subtle  in  discovering  harmonies,  and  over-generous  in  con- 
doning blunders,  they  have  certainly  made  a  strong  case  for  a 
general  unity  of  plan  in  both  poems,  and  their  arguments  on 
this  point,  if  read  with  any  care,  might  have  made  the  Germans 
less  confident  in  their  assumptions.  There  is  but  one  critic — 
Grote — who  seems  really  at  home  in  the  writings  of  both  sides; 
accordingly  he  has  propounded  an  intermediate  theory  on  the 
Iliad,  which  is,  I  conceive,  not  far  from  the  truth.  Had  he 
continued  to  study  the  question  after  Kirchhoff's  analysis  of 
the  Odyssey  became  known,  he  might  have  modified  his  views 
on  this  poem.  The  absence  of  all  reference  in  his  notes  to 
the  work  of  Kirchhoff  makes  it  plain  that  he  had  not  followed 
up  the  controversy  beyond  the  date  of  his  fourth  edition. 


CHAPTER  V. 

GENERAL    REMARKS     UPON     THE   ORIGIN   AND    THE 
CHARACTER   OF   THE   HOMERIC   POEMS. 

§  52.  It  will  not  be  here  necessary  to  give  a  formal  analysis 
of  the  Iliad  and  Odyssey,  inasmuch  as  the  texts  are  in  every 
scholar's  hands,  and  even  those  who  are  not  familiar  with 
Greek  can  study  them  in  many  excellent  English  translations. 
For  our  purpose  it  will  be  sufficient  to  sum  up  the  general  results 
attained  by  the  long  controversy  on  their  origin,  and  offer  some 
suggestions  as  to  the  points  decided,  and  the  points  still  in 
doubt.  It  is  hardly  requisite  to  add  a  word  on  the  literary 
aspects  of  the  poems,  or  to  undertake  to  assist  the  student  in 
his  survey  and  his  appreciation  of  them. 

Looking  in  a  broad  way  at  the  arguments  for  and  against 
the  unity  of  each  poem,  as  bearing  upon  the  unity  or  di- 
versity of  authorship,  we  may  say  that  there  is  no  contro- 
versy in  which  each  side  has  been  more  successful  in  proving 
its  case,  and  yet  has  more  signally  failed  to  overthrow  its 
opponents.  This  -is  the  impression  which  the  controversy 
will  make  upon  most  unbiassed  readers.  As  long  as  we  study 
the  advocates  of  the  single  author,  so  many  undesigned  coin- 
cidences, so  many  hidden  harmonies,  such  consistency  in  the 
drawing  of  character,  such  uniformity  in  diction — in  fact,  such 
a  cloud  of  witnesses  are  adduced,  that  the  poem  seems  cer- 
tainly the  plan  of  a  single  mind.  On  the  other  hand,  when 
we  turn  to  the  subtler  analyses  of  destructive  critics,  they 
show  us  such  a  crowd  of  inconsistencies,  such  wavering  in 
the  drawing  of  character,  such  forgetfulness  of  any  general 
plan,  such  evident  traces  of  suture  and  agglomeration,  that  the 
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poem  falls  in  sunder,  and  discloses  a  series  of  ill-matched 
fragments.  But,  as  the  advocates  of  unity  are  unable  to  smooth 
over  these  breaks  and  baitings,  so  the  advocates  of  plurality  are 
unable  to  destroy  the  strong  impression  produced  in  favour  of 
a  fairly  consistent  and  harmonious  plan.  In  fact,  I  am  distinctly 
of  opinion,  that  the  moderate  and  critical  advocates  of  the 
general  unity  even  of  the  Iliad,  as  conceived  and  carried  out 
by  a  single  genius,  hold  the  strongest  and  the  most  durable 
position.  But  hitherto,  and  especially  in  England,  they  have 
ruined  their  case  by  wild  exaggerations,  and  by  putting  a  greater 
strain  upon  our  faith  than  it  will  bear. 

§  53.  Thus,  for  example,  they  not  only  insist  upon  the 
unity  of  authorship  of  each  poem  separately,  but  that  both 
are  the  work  of  the  same  man.  This  is  one  of  the  points 
which  modern  criticism  has,  in  my  opinion,  finally  decided 
in  the  negative.  In  the  absence  of  any  good  evidence  for 
the  common  authorship  of  the  poems,  the  differences  are 
quite  sufficient  to  prevent  us  from  assuming  so  improbable 
a  hypothesis.  The  whole  tone  of  the  Iliad  and  Odyssey 
is,  to  my  thinking,  contrasted.  The  poet  of  the  Odyssey 
is  more  quiet  and  reflective ;  he  writes  as  a  poet  by  pro- 
fession, and  alludes  to  others  of  his  class  as  attached  to 
various  courts.  He  lives  and  moves  not  in  Asia  Minor,  and 
close  to  the  Mount  Olympus  of  Bithynia,  but  in  western 
Greece,  and  with  his  interests  turning  towards  the  fabled 
wealth  of  the  western  Mediterranean.1  To  him  Mount 
Olympus  is  not  a  snow-clad  visible  peak,  but  a  blessed  habi- 
tation of  the  gods,  where  frost  and  storm  are  unknown.  The 
lions  that  are  so  perpetually  stalking  through  the  coverts  and 
prowling  about  the  folds  in  the  Iliad,  are  only  described  five 

1  On  the  other  hand,  Bergk  {LG.  i.  p.  741)  acutely  points  out  that 
the  troubles  of  the  city  of  Erythroe,  which  are  repeated  from  the  history  of 
Ilippias  by  Athen;eus  (vi.  259),  have  so  marked  an  analogy  to  the  proceed- 
ings of  the  suitors  in  Ithaca — even  the  name  of  Irus  recurring — that  he 
believes  the  poet  of  the  Odyssey  to  have  lived  in  the  neighbouring  and 
closely  connected  Chios,  and  to  have  painted  his  scenes  from  contem- 
porary history.  But  a  temporary  sojourn  would  have  been  sufficient  to 
suggest  the  subject,  and  hence  Bergk's  argument  can  only  prove  that  the 
poet  knew  Erythne,  not  that  he  lived  at  Chios. 
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separate  times  in  the  Odyssey,  and  once  at  least  with  a  com- 
plete ignorance  of  their  habits.1  Above  all,  there  is  a  careful 
avoidance  of  all  direct  allusion  to  the  Iliad,  which  seems 
nevertheless  distinctly  presupposed  by  the  poet.  This  is  hardly 
explicable  if  both  proceeded  from  the  same  hand,  but  is  easily 
reconcilable  with  the  attitude  of  a  conscious  rival  and  fol- 
lower. But  all  these  details  are  as  nothing  when  compared 
with  the  difference  of  tone,  which  is  perfectly  convincing  to 
those  who  feel  it. 

The  arguments  adduced  against  these  reasons  are,  in  my 
opinion,  either  of  no  intrinsic  weight,  or  based  upon  a  grave 
misstatement  of  evidence.  First  comes  the  a  priori  assertion, 
that  the  coexistence  or  close  succession  of  two  poets  of  such 
genius  is  inconceivable.  But  we  may  reply,  that  the  composi- 
tion of  the  Odyssey  is  perhaps  a  century  or  more  subsequent 
to  that  of  the  Iliad,  and,  in  any  case,  whatever  the  law  of  the 
appearance  of  poetic  genius  may  be,  history  shows  that  the  coex- 
istence of  the  greatest  poets  is  rather  the  rule  than  the  exception. 

§  54.  Next  comes  the  confident  assertion,  that  the  consistent 
tradition  of  the  Greeks  assigned  the  two  poems  to  the  same 
author.  This  is  a  serious  misstatement,  and  the  more  likely  to 
mislead  because  it  is  not  absolutely  false.  The  real  state  of 
the  facts  is  as  follows.  When  we  examine  the  traditions  of  the 
earliest  historical  age  in  Greece,  we  find  ascribed  to  Homer, 
not  the  Iliad  and  Odyssey  alone,  but  a  vast  body  of  epic 
literature,  including  a  collection  of  Hymns,  and  several  comic 
poems,  in  some  of  which  there  are  even  passages  in  iambic 
metre  alternating  with  hexameters.  Above  all,  let  it  be  remem- 
bered that  some  of  the  cyclic  epics,  then  commonly  attributed 
to  Homer,  were  composed  by  known  poets,  and  within  histori- 
cal times.  The  name  of  Homer  was,  therefore,  used  in  the 
same  general  way  as  we  usually  speak  of  the  Psalms  of  David, 
though  many  of  them  not  only  make  no  claim  to  be  composed 
by  David,  but  are  even  distinctly  assigned  to  other  authors.  In 
Greek  literature  the  names  of  Hesiod  and  of  Hippocrates  were 

1  Cf.  5  791,  C  I3°>  «  292,  x  4°2>  with  5  335,  repeated  in  p  126,  where 
a  doe  is  represented  as  leaving  her  young  in  a  lion's  lair — a  perfect  ab- 
surdity. Lions  are  simply  mentioned  a  few  times  in  addition  (;c  212-8, 
8456,  A  610). 
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used  in  the  same  manner  to  denote  a  whole  school  of  a  pe- 
culiar kind. 

This  simple  and  uncritical  attitude  reaches  down  to  the 
days  of  Pindar,  who  seems  to  ascribe  all  the  cyclic  epics  to 
Homer,  and  recognises  no  other  early  poet  except  Hesiod. 
The  critical  labours  of  the  commission  of  Peisistratus,  and  of 
such  men  as  Theagenes  of  Rhegium,  began  to  open  men's  eyes 
to  the  impossibility  of  holding  this  view.  Herodotus  questions 
the  Homeric  authorship  of  the  Cypria  and  the  Epigoni.  Plato 
only  once  cites  the  Cypria,  and  as  the  work  of  an  unknown  poet. 
He  appears  from  his  other  numerous  quotations  to  have  recog- 
nised only  the  Iliad  and  Odyssey  as  genuine  ;  whereas  Thucy- 
dides  had  still  acknowledged  the  Hymns  as  such,  and  still  later 
Aristotle  quotes  the  Margites  as  a  poem  of  Homer. 

It  appears,  then,  that  of  all  our  authorities  on  this  question, 
down  to  the  Alexandrian  epoch,  there  is  only  one  (Plato)  who 
seems  to  hold  that  the  Iliad  and  Odyssey,  and  these  alone, 
were  the  work  of  a  single  Homer.  Nor  is  even  this  to  be 
asserted  positively,  but  merely  as  an  inference  from  his  silence 
on  the  pseudo-Homerica,  or  where  he  notes  the  existence  of 
such  apocryphal  poems.  We  rather  find  successive  critics  dis- 
allowing woik  after  work  which  had  been  attributed  to  the 
author  of  the  Iliad,  and  we  find  that  the  two  poems  which 
resisted  this  disintegrating  process  longest  were  the  Odyssey 
and  Margites.  It  is  even  quite  possible  that  the  earliest  attacks 
on  the  Odyssey  may  have  preceded  Aristotle's  time. 

But  it  must  be  kept  in  mind  that  those  who  may  have 
allowed  the  Homeric  authorship  of  the  Iliad  and  Odyssey, 
after  rejecting  the  rest,  were  opposing  a  feeling  the  very  reverse 
of  that  which  they  are  now  quoted  as  opposing.  They  pro- 
tested against  too  many  works  being  ascribed  to  the  poet ;  they 
are  now  quoted  as  if  they  had  protested  against  too  few  being 
ascribed  to  him.  This  is  a  totally  different  question,  and  one 
which  they  did  not  examine.  The  so-called  consistent  evidence 
of  all  old  tradition  as  to  this  unity  of  authorship  is  really  only 
the  evidence  of  those  who  believed  that  every  epic  came 
from  Homer  ;  then  of  those  who  believed  that  a  great  many 
epics  and  other  poems  came  from  Homer ;  finally,  of  those  who 
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were  so  occupied  in  rejecting  other  weaker  claims  upon  his 
name,  that  they  had  not  yet  thought  of  discussing  the  claims  of 
the  Odyssey. 

§  55.  That  day,  however,  did  come  at  last,  and  there  was  a 
school  whose  members  carried  their  scepticism  to  this  point. 
What  its  fate  would  have  been  is  hard  to  say,  had  not  the  great 
Aristarchus  crushed  it  by  his  authority.  He  was  determined  to 
put  down  the  advance  of  this  scepticism,  which  would  doubtless 
have  next  assailed  portions  of  the  Iliad  ;  and  he  succeeded. 
But  the  importance  of  the  controversy  is  proved  by  his  having 
written  a  special  treatise  against  the  Chorizontes,  in  which  he 
sought  to  prove  the  common  authorship  of  the  two  poems. 
It  is  veiy  creditable  to  his  sagacity  that  he  endeavoured  to 
prove  it  by  the  only  argument  which  could  become  conclusive 
— by  showing  anticipations  of  the  Odyssey  implied  in  the  Iliad. 
All  other  harmonies  can  be  explained  as  the  result  of  conscious 
agreement  on  the  part  of  the  later  poet  A  large  body  of  unde- 
signed anticipations  in  the  older  poem  might  indeed  convince  us. 
But  Aristarchus'  book  is  lost,  and  his  modern  followers  have  not 
attempted  to  sustain  his  position  with  reasonable  evidence. 
Until,  therefore,  some  new  evidence  is  produced,  which  is  well- 
nigh  impossible,  there  seems  no  reason  whatever  for  assuming 
the  Iliad  and  Odyssey  to  be  the  product  of  a  single  mind. 

§  56.  Having  thus  disposed  of  the  arguments  in  favoui  of 
this  larger  unity,  we  must  approach  the  exaggerated  attempts  to 
show  that  each  of  the  poems  as  a  whole,  with  the  exception  of 
a  stray  line  here  and  there,  and  perhaps  the  end  of  the  Odys- 
sey, is  the  work  of  a  single  poet  developing  a  logical  plot. 
Here  the  advocates  of  unity  have  really  the  verdict  of  antiquity 
to  some  extent  with  them,  for  although  the  Doloneia  (k)  in  the 
Iliad  and  the  last  book  were  much  suspected,  the  sceptics  of 
those  days  did  not  venture  on  the  hypothesis  of  the  absorption 
of  lesser  poems  in  the  texture  of  the  whole,  and  Aristarchus 
believed  that  all  the  difficulties  could  be  removed  by  obelising 
inconsistent  lines  or  sentences. 

But  here,  again,  I  protest  in  limine  against  the  evidence  of 
the  Greek  public,  or  of  any  other  public,  being  called  in  to  settle 
a  question  of  which  no  public  can  be  a  competent  judge.   What 
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higher  authority  upon  poetry,  say  our  opponents,  can  you  have 
than  the  consent  of  ages  ?  What  more  infallible  verdict  than 
that  of  successive  nations  and  centuries  ?  All  these  have  felt  the 
Iliad  and  Odyssey  to  be  unities,  and  shall  not  this  evidence  out- 
weigh the  doubts  of  critics  and  the  subtleties  of  grammarians  ? 
All  this  plausible  talk  is  founded  upon  a  capital  ignoratio  elenchi. 
It  is  perfectly  true  that  the  public  is  the  ultimate  and  best 
judge  of  literature  in  one  sense — that  of  its  excellence — and  that 
there  is  no  instance  of  a  bad  work  surviving  for  ages  in  public 
esteem.  But  surely  it  is  absurd  to  set  up  the  public  as  a  judge 
of  the  unity  of  a  plot,  or  the  exact  composition  of  an  intricate 
system.  On  the  contrary,  uncritical  readers  are  quite  certain 
to  imagine  unity  and  consistency  in  any  work  handed  down 
to  them  as  one,  however  incongruous  or  contradictory  its 
details.  Thus  the  Psalms  of  David  strike  the  average  reader  as 
the  effusions  of  a  single  bard,  in  spite  of  headings  asserting  the 
contrary.  Thus  too  the  Book  of  Common  Prayer  would  pass 
for  the  work  of  a  single  school,  if  not  of  a  single  pen,  though 
there  are  plain  traces  of  compromise  between  parties  all  through 
it.  And  so  with  a  thousand  other  instances.  The  public, 
then,  is  no  judge  whatever  of  the  unity  of  a  poem,  though  an 
excellent  judge  of  poetic  merit. 

§  57.  Let  us  now  examine  the  alleged  unity  of  the  Iliad 
more  in  detail.  The  arguments  advanced  by  such  men  as 
Colonel  Mure  and  Mr.  Gladstone,  both  expert  controversialists, 
are  of  this  kind — general  uniformity  of  diction,  general  and 
even  minute  consistency  in  the  characters,  general  sameness  of 
style.  They  urge  that  when  the  poem  is  handed  down  by 
tradition  as  a  single  whole,  these  additional  marks  of  design 
and  unity  are  conclusive  against  attributing  it  to  various  poets. 
What  they  say,  even  though  greatly  exaggerated,  has  much 
weight  against  the  advocates  of  an  aggregation  of  shorter  poems 
by  a  subsequent  arranger,  but  has  no  force  against  the  advocates 
of  an  original  Iliad  of  moderate  dimensions  dilated  by  successive 
additions  or  interpolations.  For  in  this  case  the  enlargers  or 
interpolators  would  take  what  care  they  could  to  observe  har- 
monies of  character  and  diction,  and  would  do  so  sufficiently  to 
satisfy  the  vulgar,  though  unable  to  deceive  accurate  criticism. 
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This  is  in  fact  exactly  the  case.  The  unity  which  strikes  every- 
one at  first  reading  gradually  breaks  up  when  we  are  brought  to 
reflect  upon  the  logical  coherence  of  the  parts. 

I  am  very  far  indeed  from  asserting  the  absurd  principle 
laid  down  as  obvious  by  the  Germans,  that  wherever  there  is  a 
plain  violation  of  logical  consistency,  we  have  not  the  work  of  a 
,  single  poet  telling  his  own  story.  The  history  of  modern  lite- 
rature, even  in  a  critical  age,  shows  ample  instances  of  direct 
contradictions  in  the  undoubted  works  of  the  greatest  authors. 
But  all  these  cases,  so  far  as  I  know,  arise  from  forgetfulness 
of  details,  and  cannot  be  adduced  to  excuse  such  large  impro- 
babilities as  we  encounter  through  the  Iliad.  Yet,  even  in 
detail,  I  know  not  whether  any  parallel  could  be  found  (among 
great  writers)  to  the  narrative  from  II  313  to  G  252,  during 
which  at  least  two  days  and  nights  elapse,  and  a  series  of  incon- 
sistent events— among  others  the  building  of  a  great  fortifica- 
tion with  gates — are  crowded  together,  while  the  dead  are  being 
buried.  Both  Hermann  and  Lachmann l  have  brought  out  the 
details.  Thus  the  fact  that  the  same  heroes  are  killed  two  or 
three  times  over  may  pass  as  unimportant,  but  how  shall  we 
defend  the  utter  confusion  of  motives  in  the  second  book,  the 
first  view  of  the  Greek  chiefs  by  Priam  from  the  wall  in  the 
tenth  year  of  the  war,  the  fear  of  Diomede  to  meet  some  god  in 
the  form  of  Glaucus,  when  on  the  same  day  and  in  the  same 
battle  he  has  by  divine  instigation  attacked  and  wounded  both 
Ares  and  Aphrodite  ?  How  shall  we  defend  the  complete  for- 
getfulness through  all  the  rest  of  the  poem  of  two  great  scenes 
— the  single  combat  of  Hector  and  Ajax,  and  the  capture  of  the 
horses  of  Rhesus  by  Diomede  ?  In  the  perpetual  encounters  be- 
tween Hector  and  Ajax  all  through  the  battle  at  the  ships,  Ajax 
never  once  alludes  to  his  success  in  the  single  combat,  though 
it  was  the  common  habit  of  Homer's  heroes  to  boast  of  such 
things.  In  the  races  of  the  twenty-third  book,  Diomede  con- 
tends with  the  horses  he  took  from  ^Eneas  in  the  fifth  book, 
and  no  mention  is  made  of  the  much  finer  horses  which  he 
carried  off  in  the  tenth.  Some  allusion  to  them  here  was  not 
only  natural,  but  necessary,  if  a  single  poet  had  been  thinking 
1  Betrachtungen  zur  Was,  p.  24. 
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out  his  story.  More  generally,  the  promise  of  Zeus  that  by 
the  retirement  and  wrath  of  Achilles  defeat  and  ruin  shall  come 
upon  the  Greeks,  is  followed  in  the  Iliad  by  a  series  of  brilliant 
victories  on  the  part  of  the  Greeks  ;  and  we  are  well-nigh  tired 
of  the  slaughter  of  the  Trojans,  before  the  least  ray  of  success 
dawns  upon  them.  This  is  not  the  work  of  a  single  poet  carry- 
ing out  a  definite  plan,  but  the  work  of  later  hands  enlarging, 
and  even  contradicting,  the  original  intentions  of  the  author. 

§  58.  But  what  was  this  plan,  and  what  the  work  of  the  origi- 
nal author  ?  I  will  endeavour  briefly  to  sketch  what  seems  to 
me  the  most  probable  theory,  though  it  is  obvious  that  no  con- 
structive criticism  can  be  so  safe  or  convincing  as  the  mere 
exposure  of  flaws  and  defects. 

It  has  already  been  shown  that  allusion  is  made  by  the 
authors  to  many  earlier  lays  as  in  existence,  and  even  as  pre- 
supposed by  the  Iliad.  There  are  endless  details  about  the 
earlier  history  of  the  heroes,  about  their  genealogies,  and  about 
the  adventures  of  the  gods,  which  are  referred  to  as  well  known 
and  current.  It  is  almost  certain  that  there  were  some  lays  on 
the  actual  subjects  of  the  Iliad  which  were  adopted  or  worked 
in  by  the  poet.  Every  early  poet  makes  free  use  of  earlier 
materials,  nor  is  there  in  the  history  of  primitive  literature  any 
instance  where  the  first  great  advance  was  not  based  on  previous 
work.  The  attempt  to  discover  and  to  sever  out  these  primi- 
tive elements  of  the  Iliad  has  been  prosecuted  by  the  Germans 
long  and  laboriously  enough  to  show  its  utter  futility.  No  two 
of  the  dissenters  can  agree,  and  if  they  did,  they  would  fail  to 
convince  any  candid  critic  that  their  results  were  more  than 
guesswork.  Eut  they  have  undoubtedly  shown  many  sutures 
and  joining  lines,  so  that,  while  failing  in  detail,  they  may  fairly 
be  said  to  have  established  their  principle. 

Eut  all  these  debts  of  Homer  to  earlier  lays  are  held  to 
be  debts  of  detail,  and  it  is  asserted,  with  good  reason,  that 
the  new  feature  in  the  Iliad,  and  a  principal  cause  of  its  suc- 
cess, was  its  splendid  plan.  Instead  of  singing  the  mere 
prowess  of  special  heroes,  or  chronicling  the  events  of  a  war, 
the  great  poet  who  struck  out  the  Iliad  devised  a  tragic  plot, 
into  which  he  could  weave  character  and  incident,  thus  actually 
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anticipating,  as  Aristotle  clearly  saw,  the  glories  of  ^Eschylus 
and  his  successors.  The  wrath  of  Achilles  equalises  the  forces 
On  either  side,  so  that  the  characters  and  prowess  of  the  lesser 
heroes  appear  ;  the  friendship  of  Patroclus,  his  death  and  the 
fury  of  Achilles,  the  death  of  Hector — all  these  events  are 
brought  out  under  one  idea — the  wrath  of  Achilles. 

§  59.  While  agreeing  with  this  view,  and  convinced  as  I  am 
that  this  working  in  of  details  under  a  plot  was  the  secret  of  the 
Iliad's  greatness,  I  must  insist  upon  two  reservations  :  first, 
the  plot  was  not  absolutely  original ;  secondly,  it  was  unusually 
capable  of  extension. 

It  has  not  been  remarked  by  any  of  the  critics,  that  among 
the  earlier  lays  mentioned  in  the  Iliad,  there  is  one  which  is  of 
a  far  larger  and  more  epic  character  than  the  rest — I  mean  that 
briefly  told  by  Phoenix  in  the  ninth  book  concerning  the  Life 
and  Death  of  Meleager.  There  are  here  the  materials  for  a 
splendid  epic — the  anger  of  Artemis,  the  ravages  of  the  wild 
boar,  his  pursuit  and  death,  the  quarrel  about  his  spoils,  the 
consequent  war  of  Curetes  and  yEtolians,  the  mother's  curse  on 
Meleager,  his  sullen  refusal  to  help  his  country,  the  supplica- 
tions of  all  his  kindred,  the  storming  of  his  city,  his  wife's 
prayers,  his  sudden  reappearance  and  victory,  his  untimely 
death — all  this  (except  the  end)  is  told  by  Phoenix  with  a  direct 
application  to  the  wrath  and  sullen  inaction  of  Achilles. 
Though  this  part  of  the  ninth  book  probably  did  not  belong 
to  the  original  poem,  it  seems  so  early  an  addition,  that  its 
evidence  as  to  the  diffusion  of  the  Legend  of  Meleager  is  to  be 
trusted,  and  that  the  wrath  and  refusal  of  Meleager  to  help  his 
country  may  have  been  the  spark  which  kindled  in  the  mind  of 
Homer  the  plot  of  the  Achillcis.  There  are  ample  differences 
and  ample  originalities  in  the  Iliad  to  remove  all  pretence  for 
asserting  any  plagiarism.  I  merely  mean  to  say  that  if  the  short 
epic  about  Meleager  was,  as  it  seems  to  be,  older  than  the 
Iliad,  its  leading  idea  is  reproduced  in  the  later  poem. 

§  60.  We  come  to  the  second  and  more  important  feature 
above  mentioned,  the  elastic  nature  of  the  plot.  When  the  wrath 
of  Achilles  withdrew  him  from  the  field,  and  the  Greeks  began 
the  struggle  without  him,  it  was  quite  natural  that  other  heroes 
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should  endeavour  to  supply  his  place,  and  to  avert  the  defeat 
which  ultimately  showed  him  to  be  necessary  to  his  country- 
men. But  though  the  original  poet  may  have  designed  and 
carried  out  some  such  extension,  especially  where  Patroclus 
comes  out  to  fight,  still  the  present  extensions  of  the  plot  are  so 
distinctly  at  variance  with  the  main  idea,  that  we  must  at  once 
admit  the  interpolation  of  considerable  portions  of  the  present 
text.  Thus  the  long  section  which  embraces  books  B-Il  is 
plainly  foisted  in  by  successive  bards,  when  they  sang  the 
epic  among  Greeks  who  felt  a  national  jealousy  for  the  prowess 
of  their  ancestors,  and  who  would  not  tolerate  their  defeat 
without  inflicting  greater  loss  upon  the  Trojans.  This  is  really 
carried  to  an  absurd  length.  The  Greeks  without  Achilles  are 
far  more  than  a  match  for  the  Trojans.  For  every  Greek  that  is 
slain  at  least  two  Trojans  fall,  and  so  we  are  brought  to  feel 
that  these  books  were  composed  by  poets  actually  contradicting 
the  idea  of  the  great  tragic  master  who  framed  the  plot. 

It  is  likewise  remarkable  that  these  portions  of  the  Iliad 
refer  to  events  which  are  misplaced  in  the  tenth  year  of  the 
war,  but  highly  suitable  at  its  commencement.  Such  are  the 
Catalogue,  the  viewing  of  the  Greek  heroes  by  Priam  and 
Helen,  the  single  combats  of  Paris  and  of  Hector  with  Mene- 
laus  and  Ajax.  All  these  matters,  as  Grote  clearly  saw,  belong 
to  an  Iliad,  but  not  to  an  Achilleis,  and  an  Achilleis  the  origi- 
nal poem  must  have  been  most  indubitably.  When  Mure  says, 
in  support  of  the  unity  of  the  poem,  that  it  is  inconceivable  how 
all  the  greatest  poets  of  separate  lays  should  have  confined 
themselves  to  the  events  of  a  few  days  in  the  tenth  year  of  the 
war,  he  simply  assumes  an  absurdity,  and  argues  from  it  as  a 
fact.  The  events  just  mentioned,  and  the  aiistricc  of  most  of 
the  heroes,  will  suit  any  earlier  period  in  the  war,  and  even 
needed  a  little  adjustment,  a  few  omissions  and  additions,  to 
make  them  fit  their  place  as  indifferently  as  they  now  do. 

The  second,  third,  and  seventh  books  were  perhaps  adopted 
from  an  earlier  Iliad  for  mere  expansion's  sake,  or  to  transfer  to 
a  nobler  place  poetry  which  -was  being  lost  by  the  growing 
splendour  of  newer  Iliad.  The  aiisteia  of  Diomede  is  probably 
due  to  the  recitation  of  the  Iliad  at  Argos,  where  the  poem  was 

vol.  1. — 4 
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very  popular,  and  where  the  national  hero  must  be  made  to  play 
a  prominent  part.  Thus  a  kingdom  is  made  for  him  in  the 
Catalogue,  which  is  simply  cut  out  of  the  empire  of  Agamem- 
non, and  is  plainly  inconsistent  with  it,  and  the  hero  himself  is 
drawn  quite  as  fearless  and  as  invincible  as  Achilles.  But  in 
the  later  books  (except  the  twenty-third)  he  almost  completely 
disappears. 

The  arming  and  acts  of  Agamemnon,  in  the  eleventh  book, 
appear  to  me  another  such  interpolation,  probably  for  the  pur- 
pose of  recitation  at  Mycense,  for  in  the  original  plot  the  King 
of  Men  seems  to  be  a  Aveak,  chicken-hearted  creature,  always 
counselling  flight,  or  finding  fault  with  his  inferiors,  and  not 
the  almost  superhuman  being  he  is  here  represented.  In  the 
same  way  I  cannot  believe  that  the  acts  of  Patroclus  are  in  the 
least  consistent  with  his  character  and  reputation  all  through 
the  real  Achilkis.  He  is  nowhere  spoken  of  as  a  wonderful 
hero,  inferior  only  to  Achilles  in  valour,  but  as  an  amiable 
second-rate  personage,  who  keeps  on  good  terms  with  everyone, 
and  who  obtains  leave  to  bring  out  the  Myrmidons  to  battle. 
I  believe  that  in  the  original  Achilkis  he  made  but  a  poor 
diversion,  and  was  presently  slain  in  fair  fight  at  the  ships  by 
the  great  Hector,  as  indeed  the  later  books  distinctly  imply. 
But  the  subsequent  poets  who  recited  in  the  interests  of  Greek 
vanity  made  him  slaughter  Trojans  all  day,  and  at  last  robbed 
Hector  of  his  glory  by  introducing  Apollo  and  Euphorbus  to 
help  him. 

§  6 1.  This  brings  me  to  the  strongest  and  clearest  incon- 
sistency in  the  whole  of  our  present  Iliad — the  character  and 
position  of  Hector.  It  has  been  common  among  the  English 
conservatives  to  boast  of  the  wonderful  harmony  and  accuracy 
of  each  character  in  the'  Iliad,  and  they  quietly  assume  the 
whole  of  their  facts  as  incontrovertible.  But  surely  we  need 
not  trouble  ourselves  about  their  arguments,  if  we  can  deny  and 
disprove  their  preliminary  facts.  That  there  are  many  subtle 
and  striking  harmonies  I  will  not  deny,  but  will  assert  what 
has  hardly  been  yet  touched  upon  in  this  country,  that  there 
2re  abundant  and  striking  inconsistencies  also.  I  have  alluded 
to  some  of  these — the  fear  of  Diomede  on  meeting  Glaucus, 
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the  various  pictures  of  Agamemnon,  the  sudden  splendour  of 
Patroclus  ;  but  all  these  are  nothing  when  we  come  to  the  case 
of  Hector. 

Critics,  old  and  new,  have  felt  the  remarkable  contradic- 
tions in  the  drawing  of  this  famous  hero,  and  yet  none  of  them 
have  ventured  to  suggest  the  real  explanation.  Even  Mure 
and  Mr.  Gladstone  confess  that  in  our  Iliad  he  is  wholly 
inferior  to  his  reputation  ;  'he  is  paid  off/  say  they,  '  with 
generalities,  while  in  actual  encounter  he  is  hardly  equal  to 
the  second-rate  Greek  heroes.'1  Yet  why  is  he  so  important 
all  through  the  plot  of  the  poem  ?  Why  is  his  death  by 
Achilles  made  an  achievement  of  the  highest  order  ?  Why  are 
the  chiefs  who  at  one  time  challenge  and  worst  him  at  another 
quaking  with  fear  at  his  approach?  Simply  because  in  the 
original  plan  of  the  Iliad  he  was  a  great  warrior,  and  because 
these  perpetual  defeats  by  Diomede  and  Ajax,  this  avoidance 
of  Agamemnon,  this  swaggering  and  '  hectoring '  which  we  now 
find  in  him,  were  introduced  by  the  enlargers  and  interpolators, 
in  order  to  enhance  the  merits  of  their  favourites  at  his  expense. 

It  seems  to  me  certain  that  originally  the  Hector  of  the 
Iliad  was  really  superior  to  all  the  Greeks  except  Achilles,  that 
upon  the  retirement  of  the  latter  he  made  shorter  work  of 
them  than  the  later  rhapsodists  liked  to  admit,  that  he  soon 
burst  the  gates  and  appeared  at  the  ships,  that  Patroclus  was 
slain  there  after  a  brief  diversion,  and  that  in  this  way  the  whole 
catastrophe  was  very  much  more  precipitated  than  we  now  find 
it.  I  suppose  that  even  when  Achilles  returns  to  the  field, 
these  interpolations  continue,  that  the  battle  of  the  gods  comes 
from  quite  a  different  sort  of  poetry  than  the  worldly  epic,  and 
that  possibly  the  book  of  the  games,  and  the  last  book,  were 
added  to  the  shorter  plot.  But  it  is  likely  that  these  additions 
must  have  been  made  very  early,  and  by  very  splendid  poets, 
for  I  cannot  think  with  the  Germans  that  such  poetry  as 
the  ninth  and  twenty-fourth  books  of  the  Iliad   is  one  whit 

1  I  should  not  fail  to  add  that  Mr.  Gladstone  finds  no  difficulty  in  re- 
conciling all  these  inconsistencies,  and  even  attacks  the  dissectors  of  the 
hero,  in  an  article  entitled  The  Slicing  of  Hector  {Nineteenth  Century  for 
Oct.  1878). 
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inferior  to  the  best  parts  of  the  original  poem.  It  also  appears 
to  me  that  the  interpolators  must  have  handled  both  the  original 
poem  and  their  additions  or  adaptations  very  freely ;  for  if  my 
view  of  Hector  be  correct,  they  must  have  taken  out  achieve- 
ments of  his,  and  put  in  those  of  Greek  heroes  instead,  at  the 
same  time  adapting  stories  from  the  earlier  history  of  the  war 
to  suit  tl.-e  altered  time  and  circumstances. 

§  62.  No  doubt  the  strongest  objection  to  this  theory  of 
the  formation  of  our  Iliad  in  most  people's  minds  will  be,  not  the 
groundless  assertion  about  so  many  great  poets  having  confined 
themselves  to  so  short  a  period  of  the  war,  which  I  have  set 
aside,  but  rather  the  assumption  of  the  mere  existence  of  more 
than  one  poet  of  such  eminence,  not  to  say  of  several,  or  even 
of  a  school  of  such  splendour.  I  think  this  argument,  which  at 
first  sight  appears  strong,  depends  upon  a  want  of  appreciation 
of  the  varying  state  of  society,  and  its  effects  upon  litera- 
ture. There  are  ages,  sometimes  primitive,  sometimes  simple, 
where  a  school  or  habit  of  thinking  will  produce  from  a  number 
of  men  what  another  age  will  only  attain  in  high  individual 
exceptions. 

Here  are  two  well-known  instances.  It  is  impossible  for 
all  our  divines  in  the  present  day  to  produce  prayers  written 
in  the  pious  English  of  our  Book  of  Common  Prayer.  There 
is  a  certain  depth  of  style,  a  certain  '  sweet-smelling  savour ' 
about  it  which  is  almost  unique  in  our  language,  and  now 
unapproachable.  But  this  book  is  not  the  work  of  a  single 
man,  or  even  perhaps  of  a  few,  but  of  a  considerable  number, 
who  have  nevertheless  attained  such  unity  or  harmony  in  their 
way  of  thinking  and  of  translating  (from  the  Latin),  that  it  is 
not  easy  to  find  the  least  inequality  or  falling  off  in  any  part 
These  men  were  not  all  Shakespeares  and  Miltons,  but  they 
were  men  who  belonged  to  a  school  greater  than  any  individual 
can  ever  be. 

Let  us  consider  another  case  not  very  dissimilar.  The  age 
of  the  Reformation  produced  in  Germany  an  outburst  of  devo- 
tional poetry,  which  is  preserved  in  the  countless  collections 
of  old  hymns  still  sung  in  the  Protestant  churches.  Many 
of  these  hymns  are  assigned  to   well-known   and   celebrated 
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authors,  such  as  Martin  Luther,  some  to  men  otherwise  un- 
known, others  again  are  anonymous.  But  in  literary  merit 
there  is  a  curious  evenness  about  them.  They  do  not  differ  in 
any  way  as  the  poetry  of  great  and  little  poets  does  in  our  day. 
The  same  lofty  tone,  the  same  simple  faith,  the  same  pure  lan- 
guage pervades  them  almost  all.  And  yet  both  these  examples 
are  from  ages  very  literary  and  developed  as  compared  to  the 
age  of  the  epic  bards  in  Greece.  I  conceive,  therefore,  that  this 
evenness  of  production,  this  prevalence  of  a  dominating  tone, 
has  made  it  possible  for  the  work  of  several  hands  to  coalesce 
into  a  great  unity,  in  which  the  parts  are  all  great,  and,  in  the 
opinion  of  many,  all  worthy  of  the  whole. 

§  63.  But  the  destructive  critics  would  not  have  recourse  to 
this  argument,  because  they  deny  the  fact  which  I  have  assumed. 
Many  Germans  find  parts  of  the  Iliad  wholly  unworthy  of  the 
rest ;  they  will  even  tell  you  the  line  where  a  worse  poet  began, 
and  where  the  greater  poet  takes  up  the  thread  again.  This 
criticism  is  so  completely  subjective,  so  completely  dependent 
upon  the  varying  taste  and  judgment  of  the  critic,  that  I  for- 
bear to  enter  upon  it.  Many  passages  which  they  think  un- 
worthy seem  to  me  the  finest  poetry  ;  and  if  I  were  to  select  a 
specimen  of  what  seems  to  me  an  evident  and  most  disturbing 
inteqDolation,  I  should  choose  the  lines  Q,  527-52,  which  dilute 
a  splendid  scene,  but  which  are  nevertheless  accepted  as  belong- 
ing to  their  present  place  by  Aristarchus,  and  even  by  all  the 
destructive  critics  of  late  days. 

§  64.  The  theory  which  I  advocate  has  many  points  of 
resemblance  with  that  of  Grote.  But  I  do  not  think  all  the 
books  which  disturb  the  Achilleis  belong  to  one  other  poem, 
or  ///as,  as  he  does.  I  think  they  were  separate  lays,  perhaps 
composed,  perhaps  adapted,  for  their  place.  I  also  think  that 
the  part  of  Hector  in  the  tragedy  has  been  tampered  with  more 
seriously  than  he  suspected.  I  further  agree  with  Voltaire  and 
the  best  destructive  critics  in  Germany  in  thinking,  that  though 
the  Iliad  has  a  distinct  plot,  and  though  this  plot  was  the  direct 
cause  of  its  several  lays  attaining  to  their  present  fame  in  the 
world,  yet  the  pleasure  which  educated  men  now  take  in  the 
Iliad  is  not  in  its  plot,  but  in  its  details.     It  is  for  splendid 
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scenes,  for  touching  episodes,  for  picturesque  similes,  that  wC 
love  the  Iliad  most,  and  not  for  its  economy  or  structure. 

The  successive  events  are  sometimes  so  loosely  connected 
that  we  come  to  suspect  the  commission  of  Peisistratus  of 
having  found  many  diverging  versions,  and  of  having  co-ordi- 
nated them,  in  preference  to  suppressing  them  all  save  one. 
This  is  more  particularly  the  case  with  the  similes,  with  which 
the  Iliad  abounds.  In  spite  of  the  ingenuity  and  the  reverence 
of  critics  in  defending  them,  these  similes  are  often  excessive 
and  disturbing  to  the  narrative,  they  often  repeat  the  same  facts 
with  hardly  any  variation,  and  when  we  find  two  or  three  co- 
ordinated without  adequate  reason,  it  seems  as  if  different  recit- 
ing rhapsodes  had  composed  them  separately,  and  then  the 
commission  included  them  all  in  their  comprehensive  edition.1 

§  65.  These  are  the  principal  reflections  which  suggest  them- 
selves upon  a  critical  survey  of  the  Iliad.  It  would  be  idle  in  this 
place  to  rehearse  again  the  centuries  of  praise  which  this  immor- 
tal poem  has  received  from  all  lovers  of  real  poetry.  While  the 
historian  and  the  grammarian  will  ever  find  there  subjects  of 
perplexity  and  doubt,  every  sound  nature,  from  the  schoolboy 
eager  for  life  to  the  old  man  weary  of  it,  will  turn  to  its  pages 
for  deep  human  portraits  cf  excitement  and  of  danger,  of 
friendship  and  of  sympathy.  So  purely  and  perfectly  did  the 
poet  of  that  day  mirror  life  and  character,  that  he  forgets  his 
own  existence,  and  leaves  no  trace  of  himself  upon  the  canvas 
which  he  fills  with  heroes  and  their  deeds.  He  paints  what  he 
conceives  an  ideal  age.  older  and  better  than  his  own,  but  paints 
too  naturally  not  to  copy  from  real  life  enough  to  let  us  look 
through  the  ideal  to  the  real  beneath.  The  society  thus  revealed 
I  have  already  elsewhere  described.2 

§  66.  We  turn  to  consider  the  Odyssey.  Though  there  was 
controversy  in  old  days  about  the  priority  of  the  Iliad,  it  seems 
quite  settled  now3  that  we  must  look  upon  the  Odyssey  as  a  later 
poem — how  much  later  it  is  impossible  to  say.  The  limits 
assigned  have  varied  from  those  who  believed  it  the  work  of 

1  Cf.  especially  B  55-83.  2  Social  Life  in  Greece,  chaps,  i.  and  ii. 

8  Schomann  alone  suggests  [Jahiis  Jahrb.  vol.  lxix.  p.  130)  that  the 
Odyssey  may  have  been  the  model  for  the  framers  of  the  Iliad. 
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the  same  author  in  old  age,  to  those  who  place  it  two  centuries 
later  (as  M.  E.  Burnouf  does),  owing  to  the  difference  of  its 
plan  and  style.  But,  as  Bonitz  says,1  if  not  composed  in  the 
old  age  of  Homer,  it  was  composed  in  the  old  age  of  Greek 
epic  poetry,  when  the  creative  power  was  diminishing,  but  that 
of  ordering  and  arranging  had  become  more  developed.  The 
plot  of  the  Odyssey  is  skilfully  conceived,  and  on  the  whole 
artistically  carried  out,  even  though  modern  acuteness  has  found 
flaws  in  its  sutures.  But  critics  seem  agreed  that  the  ele- 
ments of  the  Odyssey  were  not  short  and  disconnected  lays, 
but  themselves  epics  of  considerable  length,  one  on  the  Return 
of  Odysseus,  another  on  the  adventures  of  Telemachus,  and 
these  the  chief. 

The  drawing  of  the  characters  is  perhaps  less  striking,  but 
more  consistent  than  in  the  Iliad.  The  whole  composition 
is  in  fact  tamer  and  more  modern.  The  first  faint  pulse  of 
public  opinion  apart  from  the  ruling  chiefs  is  beginning  to  be 
felt ;  the  various  elements  of  society  are  beginning  to  crystal- 
lise. The  profession  of  poet,  which  was  either  unknown  or 
does  not  chance  to  be  mentioned  in  the  Iliad,  is  made  as 
one  of  importance,  which  the  author  strives  consciously  to 
magnify.  Instead  of  constant  battles,  and  perpetual  descrip- 
tions of  blood  and  wounds,  we  find  that  mercantile  enterprise 
and  the  adventure  of  discovery  are  awakening  in  the  Greek 
mind.  Luxury  seems  increased  ;  and  the  esteem  for  chivalry 
retires  before  the  esteem  for  prudence  and  discretion.  The 
gods,  who  still  act,  and  perpetually  interfere  in  the  life  of  men, 
are  beginning  to  act  upon  more  definite  principles,  and  with 
somewhat  less  caprice  and  passion.  The  similes,  with  which 
the  Iliad  abounds,  and  which  even  there  are  less  frequent  in 
the  later  books,  become  almost  exceptional. 

§  67.  It  has  been  said,  with  a  good  deal  of  force,  by  the  advo- 
cates of  the  unity  of  the  two  poems,  that  all  these  differences  may 
be  accounted  for  by  the  difference  of  the  subjects;  that  in  a  poem 
of  travel  and  adventure  we  must  expect  these  very  variations. 
But  even  granting  this,  the  choice  of  the  subject  seems 
rather  the  consequence  than  the  cause  of  the  altered  feelings 
1  Der  Ur sprung  der  Homerischen  Gedichte,  4th  ed.  p.  39. 
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and  customs.     With  the  blood  and  wounds,  and  the  rude  camp 
life  of  the  Iliad  before  him,  the  poet  who  ventured  upon  a  com- 
petition with  so  great  a  forerunner  deliberately  set  himself  to 
find  contrasts,  not  only  in  treatment,  but  in  plan.     He  may 
fairly  claim  to  have  surpassed  the  Iliad  in  the  latter  feature  ; 
and  even  in  the  former,  there  is  more  charm  about  the  Odyssey 
to  a  calmer  and  more  reflective  age,  than  about  the  fiercer 
Iliad.     The  Greeks  of  historical  times,  who  were  always  trying 
to  stimulate  in  their  citizens  military  valour — a  quality  in  which 
most  Greeks  were  deficient  enough — taught  their  children  the 
warlike  poem  with  this  intent,  and  praised  it  above  all  others 
for  this  reason.     Their  approval  was  taken  up  by  the  gram- 
marians, and  handed  on  to  modern  critics  ;  but  it  seems  to 
me  doubtful  whether  it  is  not  founded  wholly  upon  the  educa- 
tional feeling  among  the  Greeks.     Unbiassed  critics  will  now- 
a-days  read  the  Odyssey  oftener,   and  with  greater  pleasure. 
Most  of  the  Germans  think  that  there   is   a  marked  falling 
off  in  the  second  half  of  the  poem  ;  that  the  character  of  the 
hero  becomes  exaggerated,  and  the  narrative  generally  confused 
and  injured  by  repetitions  of  the  same  idea.     It  would  not  be 
difficult  to  defend  many  of  the  points  they  have  attacked,  and 
to  maintain  that  the  trials  of  the  unrecognised  Odysseus  in  his 
own  palace  among  the  dissolute  suitors  are  most  artistically 
varied   and  prolonged   in  order  to  stir  the  reader  with  im- 
patience for  the  thrilling  catastrophe.     It  is  generally  agreed 
that  there  are  spurious  additions  at  the  end.     Again,  Kirchhoff 
has  argued  that  the  double  reproof  of  Penelope's  incredulity  by 
Telemachus  and  by  Odysseus  is  not  consistent,  and  shows  signs 
of  patching.    Again — and  this  is  no  matter  of  detail  — it  is  clear 
that  there  are  in  the  poem  two  distinct  reasons  to  account  for 
the  non-recognition  of  Odysseus  on  his  return  home  :  first,  the 
natural  changes  of  twenty  years'  toil  and  hardship  ;  secondly, 
the  miraculous  transformation  effected  by  Athene  for  the  pur- 
pose of  disguise. 

These  and  other  similar  objections  to  the  original  unity  of 
the  Odyssey  are  not  likely  to  occur  to  the  general  reader,  or  to 
disturb  him,  seeing  that  they  had  never  occurred  to  the  acutest 
critics   before   Kirchhoff.     Thus   Sengebusch,  whose   writings 
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(so  far  as  they  are  known  to  me)  date  prior  to  Kirchhoffs 
book,  is  very  severe  on  the  Chorizontes,  and  ridicules  all  their 
attempts  to  prove  the  Odyssey  younger  than  the  Iliad,  or  made 
up  of  parts  various  in  age.  His  arguments,  however,  though 
very  strong  against  the  minor  points  urged,  do  not  touch 
the  later  and  more  serious  attack. x  Professor  Geddes  is  con- 
tent, with  Wolf  and  Grote,  to  assume  the  unity  of  the  Odyssey 
as  unquestioned,  and  the  whole  of  his  Homeric  theory  is 
based  upon  this  assumption.  These  critics  have  the  authority 
of  Aristarchus.  But  his  assumption  of  the  unity  of  the  Iliad 
must  have  vitiated  his  great  argument  about  its  anticipations 
of  the  Odyssey.  If  several  hands  contributed  to  each  poem, 
it  was  certain  that  some  of  the  later  Ilian  poets  knew  the 
Odyssey,  at  least  in  part  ;  nay,  it  is  very  likely  that  the  same 
poets  contributed  to  both,  as  has  been  shown  by  the  researches 
of  Professor  Geddes.  Hence,  harmonies  of  this  kind  between 
the  Iliad  and  Odyssey  would  only  prove  a  gradual  construction 
of  both  in  a  school  with  fixed  traditions  and  intent  on  avoid- 
ing manifest  contradictions. 

§  68.  It  may  be  fairly  expected  that  I  should  not  conclude 
the  subject  without  giving  a  brief  summary  of  the  general  re- 
sults attained  by  this  long  controversy. 

We  may  assume  it  as  certain  that  there  existed  in  Ionia 
schools  or  fraternities  of  epic  rhapsodists  who  composed  and 
recited  heroic  lays  at  feasts,  and  often  had  friendly  contests  in 
these  recitations.  The  origin  of  these  recitations  may  be  sought 
in  northern  Greece,  from  which  the  fashion  migrated  in  early 
days  to  Asia  Minor.  We  may  assume  that  these  singers  became 
popular  in  many  parts  of  Greece,  and  that  they  wandered  from 

1  His  most  ingenious  point  is  his  escape  from  the  difficulty  about  the 
Kimmcrians,  whose  mention  in  A  14  is  held  to  prove  that  that  passage  was 
composed  after  the  appearance  of  the  nation  in  Asia  Minor,  arc.  700  B.C. 
Sengebusch  shows  that  there  were  Xfi/j.epiot  in  Epirus  ;  that  Aristarchus 
probably  on  this  account  rejected  the  variant  Kep^epiwu,  but  preserved  the 
Ionic  form  Kifx/nepioi,  as  the  home  of  the  legend  came  from  that  country ; 
finally,  that  this  very  passage  suggested  the  name  which  the  Ionian  Greeks 
gave  to  the  devastating  invaders  who  overran  Asia  Minor,  and  who  were 
not  really  so  called.  Cf.  Jalnis  Jahrbiicker,  vol.  lxvii.  p.  414.  But  all 
this  seems  argittius  qna?n  verms. 

4* 
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court  to  court  glorifying  the  heroic  ancestors  of  the  various  chiefs. 
One  among  them,  called  Homer,  was  endowed  with  a  genius 
superior  to  the  rest,  and  struck  out  a  plot  capable  of  nobler  and 
larger  treatment.  It  is  likely  that  this  superiority  was  not 
recognised  at  the  time,  and  that  he  remained  all  his  life  a 
singer  like  the  rest,  a  wandering  minstrel,  possibly  poor  and 
blind.  The  listening  public  gradually  stamped  his  poem  with 
their  approval,  they  demanded  its  frequent  recitation,  and  so 
this  Homer  began  to  attain  a  great  posthumous  fame.  But 
when  this  fame  led  people  to  inquire  into  his  life  and  his- 
tory, it  had  already  passed  out  of  recollection,  and  men  sup- 
plied by  fables  what  they  had  forgotten  or  neglected.  The 
rhapsodists,  however,  then  turned  their  attention  to  expanding 
and  perfecting  his  poem,  which  was  greatly  enlarged  and  called 
the  Iliad.  In  doing  this  they  had  recourse  to  the  art  of  writ- 
ing, which  seems  to  have  been  in  use  when  Homer  framed  his 
poem,  but  which  was  certainly  employed  when  the  plan  was 
enlarged  with  episodes.  The  home  of  the  original  Homer 
seems  to  have  been  about  Smyrna,  and  in  contact  with  both 
^Eolic  and  Ionic  legends.  His  date  is  quite  uncertain;  it  need 
not  be  placed  before  800  B.C.,  and  is  perhaps  later,  but  not 
after  700  b.c. 

When  the  greatness  of  the  Iliad  had  been  already  discovered, 
another  rhapsodist  of  genius  conceived  the  idea  of  constructing 
a  similar  but  contrasted  epic  from  the  stories  about  Odysseus 
and  Telemachus,  and  so  our  Odyssey  came  into  existence — a 
more  carefully  planned  story,  but  not  so  fresh  and  original  as 
the  older  Iliad.  Both  poets  lived  at  the  time  when  the  indi- 
vidual had  not  asserted  himself  superior  to  the  clan  or  brother- 
hood of  bards  to  which  he  belonged,  and  hence  their  personality 
is  lost  behind  the  general  features  of  the  school,  and  the 
legendary  character  of  their  subjects.  An  age  of  rapid  and 
original  production  is  not  unlikely  to  produce  this  result.  Thus 
Shakespeare,  among  a  crowd  of  playwrights,'  and  without  any 
prestige,  did  not  become  famous  till  the  details  of  his  life  were 
well-nigh  forgotten.  The  controversies  concerning  his  plays 
have  many  points  of  analogy  to  the  disputes  about  Homer. 

When  the  name  of  Homer  became  famous,  all  epic  compo- 
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sitions  pretended  to  be  his  work,  and  he  gradually  became  the 
hero  eponymos  of  the  schools  of  rhapsodists.  Hence  the  first 
critics  began  by  disallowing  the  Homeric  origin  of  various  in- 
ferior and  later  compositions.  This  process  had  in  later  classical 
times  gone  so  far  as  to  reject  all  but  the  Iliad  and  Odyssey. 
With  an  attempt  to  reject  even  the  Odyssey,  ancient  scepticism 
paused.  No  Greek  critic  ever  thought  of  denying  that  each 
poem  was  the  conception  and  work  of  a  single  mind,  and  of  a 
mind  endowed  with  exceptional  genius.  The  attempt  of  the 
Wolfian  school  to  prove  them  mere  conglomerates  has  failed. 
They  have  proved  that  there  was  extensive  interpolation,  but 
all  attempts  to  disengage  the  original  nucleus  have  failed. 

§  69.  It  is  indeed  sad  that  the  historian  of  Greek  literature 
must  devote  all  his  attention  to  these  dry  discussions  when  he 
comes  to  treat  of  the  most  charming  among  Greek  books,  the 
oldest  and  the  most  perfect  romance  in  European  society.  All  the 
characters  of  the  Odyssey  live  before  us  with  the  most  wonderful 
clearness.  Even  the  old  servants,  and  the  dogs,  are  life-portraits; 
and  Plato  has  not  attained  to  a  more  delicate  shading  of  cha- 
racter than  may  be  found  in  the  drawing  of  the  various  ladies, 
or  of  the  insolent  suitors,  who  crowd  upon  the  scene.  When 
we  hear  that  Sophocles  took  whole  dramas  from  the  Odyssey, 
we  rather  wonder  that  Euripides  did  not  do  so  also  ;  nor  can 
we  allege  the  imaginary  reason  in  Aristotle's  Poetic,  that  the 
plot  was  too  simple  and  well-articulated  to  afford  more  than 
one  drama.  For  it  is  really  very  complex  and  ingenious.  The 
gradual  approach  of  the  catastrophe  after  Odysseus'  return  in 
disguise  is  wonderfully  exciting,  and  thrills  the  mind  at  the 
twentieth  perusal  as  at  the  first.  The  portrait  of  the  hero  is 
an  essentially  Greek  ideal,  with  the  ingrained  weaknesses  of 
the  Hellenic  character  fully  expressed  in  him,  yet,  on  the 
whole,  superior  to  the  fierce  and  obstinate  Achilles.  But  the 
outspoken  admission  of  guile  and  deceit  in  Odysseus  pro- 
duced a  gradual  degradation  of  his  character  in  the  cyclic 
poets,  in  Epicharmus,  and  in  tragedy,  while  Achilles  escaped. 
In  fact,  educational  tendencies  censured  the  general  inclination 
to  knavery,  and  exalted  the  somewhat  deficient  quality  of 
physical  courage,  wherever  they  were  found  described  in  the 
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Bible  of  the  Greeks.     Nevertheless,  Odysseus  was  the  Jacob  of 
the  nation,  the  real  type  and  patriarch  of  the  Ionic  race. 

I  will  conclude  by  pointing  out  a  peculiarly  poetical  trait  in 
the  character  of  Penelope,  which  seems  to  me  to  speak  a  long 
world-experience,  and  very  little  of  that  buoyant  simplicity  of 
early  times  and  primitive  manners  which  are  usually  lauded  in 
Homer.  Nothing  is  at  first  sight  stranger  than  the  obstinate 
scepticism  of  Penelope  at  the  end  of  the  story.  She  who  had 
for  years  sought  out  and  given  credence  to  every  strolling 
vagabond's  report  about  her  husband,  cannot  persuade  herself, 
when  he  actually  returns,  to  accept  him  !  And  yet,  nowhere  has 
any  modern  pcet  given  us  truer  and  deeper  psychology.  To  a 
nature  like  Penelope's,  the  longing  for  her  husband  had  be- 
come so  completely  the  occupation  of  her  life — '  grief  filled 
the  room  up  of  her  absent  lord' — had  so  satisfied  and  en- 
grossed her  thoughts  that,  on  his  return,  all  her  life  seemed 
empty,  all  her  occupation  gone,  and  she  was  in  that  blank 
amazement  which  paralyses  the  mind.  For  after  a  great  and 
sudden  loss,  we  know  not  how  to  prepare  ourselves  for  a 
change,  however  happy,  in  our  daily  state,  and  our  minds  at 
first  refuse  to  accept  the  loss  of  griefs  which  have  become 
almost  dear  to  us  from  their  familiarity.  Such  a  conception 
we  might  expect  from  Menander  or  from  Shakespeare.  In 
Homei  it  is  indeed  passing  strange. 


CHAPTER  VI. 

THE  CYCLIC   POETS   AND   THE   BATRACHO-MYO-MACHIA. — 
.iESOP   AND   BABRIUS. 

§  70.  It  is  not  the  plan  of  this  book  to  notice  the  lost  works 
in  Greek  literature,  except  so  far  as  it  is  necessary  for  the  under- 
standing of  the  remaining  treasures.  Those  who  desire  to  see 
all  that  can  be  said  on  the  obscure  subject  of  the  cyclic  poets 
may  consult  Welcker's  Epischcr  Cydus,  where  the  greater 
part  of  three  volumes  is  devoted  to  the  discussion  of  notices 
and  fragments  in  themselves  of  little  value,  and  to  an  estimate 
of  the  genius  of  poets  whom  the  ancients  neglected  or  despised. 
The  few  facts  elicited  by  his  very  long  discussion  are  easily 
summed  up. 

It  is  a  salient  fact  in  Greek  literature  that  each  species  of 
composition  was  thoroughly  exhausted  when  the  next  in  order 
sprang  up.  Thus,  the  long  period  which  elapsed  from  the  first 
outburst  of  epic  poetry  to  the  rise  of  iambic  and  lyric  poetry, 
as  well  as  the  earlier  epochs  of  these  species,  was  filled  with  a 
series  of  epic  writers  who  treated  subjects  similar  to  those  of 
the  Iliad  and  Odyssey.  But  we  are  told  that  no  later  poet 
whatever  covered  this  particular  ground,  owing,  it  is  said,  to 
the  great  excellence  of  the  real  Homer,  who  far  distanced  and 
silenced  all  competition.  It  would  be  safer  to  assert  that  all 
the  poets  who  did  sing  of  these  subjects  were  either  embodied 
in  the  Homeric  poems,  or,  if  not,  were  immediately  thrown 
aside  and  forgotten.  I  have  already  shown  (p.  73)  that  the  earlier 
lays  discernible  in  the  Iliad  were  by  no  means  confined  to  the 
tenth  year  of  the  war,  but  may  have  suited  any  period  subse- 
quent to  the  landing  or  before  the  death  of  Hector.     To  us, 
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however,  no  separate  poet  remains  who  is  known  to  have 
trodden  on  the  ground  of  Homer. 

It  was  once  commonly  believed  that  the  remaining  epic 
poets  equally  avoided  touching  upon  one  another,  that  they 
composed  their  poems  upon  a  fixed  chronological  plan,  each 
resuming  where  the  other  had  finished,  and  so  completing  an 
account  of  what  is  called  the  Epic  cycle,  from  the  birth  of 
Aphrodite  in  the  Cypria  down  to  the  conclusion  of  the  Nostoi,  or 
Telegonia,  of  Eugammon.  But  it  seems  clearly  made  out  now 
that  no  such  fixed  system  of  poems  existed  ;  that  the  authors, 
widely  separated  in  date  and  birthplace,  were  no  corporation 
with  fixed  traditions  ;  that  they  did  overlap  in  subject,  and 
repeat  the  same  legends ;  and  that  the  epic  cycle  does  not 
mean  a  cycle  of  poems,  but  a  cycle  of  legends,  arranged  by  the 
grammarians,  who  illustrated  them  by  a  selection  of  poems, 
or  parts  of  poems,  including,  of  course,  the  Iliad  and  Odyssey, 
and  then  such  other  epics  as  told  the  whole  story  of  the  Theban 
and  Trojan  wars,  down  to  the  conclusion  of  the  heroic  age. 

§  71.  We  owe  chiefly  to  the  summary  of  the  grammarian 
Proclus,1  which  is  preserved  to  us,  the  following  list  of  the 
poems  and  subjects.  (1)  The  Cypria,  in  early  days  attributed  to 
Homer  himself,  then  denied  to  him  by  Herodotus  (ii.  117)  and 
other  sound  critics  on  account  of  variations  from  the  Iliad  and 
the  Odyssey  in  its  legends,  was  generally  cited  anonymously, 
as  in  the  Schol.  Ven.  on  the  Iliad.  Later  on,  Athenaeus  and 
Proclus  speak  of  Stasinus,  or  Hegesias,  or  Hegesinus  as  the 
author.  It  was  called  Cypria,  either  because  the  author  oi 
the  poem  came  from  Cyprus,  or  because  it  celebrated  the 
Cyprian  goddess  Aphrodite,  and  detailed  from  the  commence- 
ment her  action  in  the  Trojan  war.  This  fact  of  itself  shows  a 
standpoint  quite  foreign  to  the  Iliad.  The  poem  was,  how- 
ever, an  introduction  to  the  Iliad,  telling  a  vast  number  of 
myths,  and  leading  the  reader  from  the  first  causes  of  the  war 
up  to  the  tenth  year  of  its  duration.  It  is  easy  to  see  that  such  a 
vast  subject  loosely  connected  must  have  failed  to  afford  the 
artistic  unity  which  underlies  the  course  of  the  Iliad.     (2)  The 

1  Cf.  Dindorfs  Sc/wi.  Grccc.  in  Iliadeni,  vol.  i.  (Pref.)  p.  xxxi,  sq. 
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sEthiopis,  in  five  books,  by  Arctinus  of  Miletus,  the  oldest 
certainly  known  epic  poet,  who  is  generally  placed  about  the 
1  st  Olympiad  (776  B.C.),  and  called  a  pupil  of  Homer.  This 
poem  reached  from  the  death  of  Hector  to  that  of  Achilles, 
and  told  of  the  arrival  of  the  Amazons  and  the  ^Ethiopians  to 
aid  Troy.  It  was  even  tacked  on  to  the  Iliad  by  a  modifica- 
tion of  the  last  line.  Achilles  was  the  central  figure  of  the 
^oem,  and  appears  to  have  been  treated  with  breadth  and 
power.  He  slays  Penthesilea,  and  then  feels  a  pang  of  re- 
morse on  beholding  her  beauty.  This  is  ridiculed  by  Thersites, 
whom  he  kills  in  a  fit  of  passion.  Antilochus,  who  seems  in 
some  sort  to  have  been  the  Patroclus  of  the  poem,  is  slain 
by  Memnon  while  endeavouring  to  save  his  father,  Nestor. 
Achilles  then  slays  Memnon,  and  is  himself  slain,  in  his  pursuit 
of  the  Trojans,  by  Paris.  The  contest  for  the  arms  of  Achilles, 
and  the  suicide  of  Ajax,  concluded  the  sEthiopis,  if,  indeed, 
the  poem  called  the  Sack  of  Ilium,  by  the  same  author,  in 
two  books,  was  not  originally  connected  with  the  sEthiopis. 
(3)  But  the  arrangers  of  the  mythical  cycle  preferred,  on  the 
Sack  of  Troy,  a  poem  of  Lesches  called  the  Little  Iliad,  by 
Pausanias  also  the  Sack  of  Ilium.  This  Lesches  was  a  Lesbian, 
and  contemporary  with  Archilochus  (about  01.  30).  He  re- 
lated, apparently  in  more  of  a  chronicler's  than  a  poet's  spirit, 
the  events  from  the  contest  about  Achilles'  arms  to  the  actual 
fall  of  Troy.  Odysseus  was  his  principal  hero.  (4)  The 
Nostoi,  in  five  books,  by  Agias  of  Troezen,  but  often  quoted 
anonymously.  He  sang  of  the  adventures  of  the  heroes  apart 
from  Odysseus,  especially  the  Atridse,  and  described  the  regions 
of  the  dead  in  a  passage  referred  to  by  Pausanias.  (5)  The 
Telcgom'a,  by  Eugammon  of  Cyrene,  who  is  placed  about  the 
53rd  01.  He  described  the  adventures  of  Odysseus,  Tele- 
machus,  and  of  Telegonus,  son  of  Odysseus  and  Circe,  and 
thus  completed  the  Trojan  cycle.  It  is  hardly  necessary  to  give 
similar  details  about  the  Theban  cycle  which  has  no  interest 
to  us  except  that  the  tragic  poets  borrowed  largely  from  it.1 

1  The  principal  poems  of  which  we  have  any  report  are  the  epic  of 
CEdipus,  ascribed  to  Kinxthon,  then  an  old  Thebais  by  an  unknown  poet, 
followed  by  the  Epigoni  of  Antimachus  of  Teos.  The  capture  of  CEchalia, 
and  the  epics  on  the  Minyans,  lie  outside  this  series,  but  akin  to  it. 
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§  72.  Unfortunately,  the  extant  fragments  of  these  poems 
are  so  trifling — amounting  in  all  to  some  sixty  lines — as  to  afford 
us  in  themselves  no  adequate  means  of  judging  their  authors' 
merits.  They  are  all  quoted  in  the  appendix  to  Welcker's 
Epischer  Cyclns,  and  the  main  body  of  that  work  is  an  ingenious 
attempt  to  vindicate  the  old  cyclic  poets  against  the  systematic 
neglect  or  even  disparagement  of  classical  days — I  mean  the 
neglect  of  them  as  literature,  though  they  were  the  great  mine 
from  which  the  tragic  poets  drew  their  plots.  On  the  other  hand, 
Colonel  Mure,  in  his  excellent  second  volume,  has  put  together 
all  that  can  be  learned  from  analysing  the  extant  fragments, 
and  has  based  an  adverse  verdict  strictly  on  two  famous 
judgments  preserved  to  us  in  the  Poetic,  of  which  this  is  the 
substance.  Aristotle  compares  the  nature  of  the  unity  re- 
quisite for  history,  which  he  calls  merely  chronological,  and 
that  for  poetry,  which  must  be  logical ;  nor  is  it  enough  that  the 
action  should  be  laid  in  one  division  of  time,  or  centred  about 
one  hero.  He  further  distinguishes  in  poetry  the  epic  and 
the  tragic  unity,  of  which  the  former  is  the  larger,  and  admits  of 
episodes,  while  the  latter  is  shorter  and  stricter.  But  in  speak- 
ing generally  of  the  unity  of  story  in  both  epic  and  tragic 
poetry,  he  asserts  that  almost  all  epic  poets  had  been  content 
with  a  mechanical  unity,  whereas  Homer,  with  superior  tact, 
whether  instinctive  or  acquired,  had  chosen  subjects  of  which 
the  parts  are  easily  comprehended  and  naturally  grouped  under 
a  real  and  logical  unity.  In  this  he  contrasts  him  especially 
with  the  authors  of  the  Cypria  and  the  Little  Lliad,  and  ob- 
serves that  only  one,  or  at  most  two,  tragedies  can  be  derived 
from  the  Iliad  or  from  the  Odyssey,  whereas  many  can  be  de- 
rived (and  indeed  were  derived)  from  the  Cypria,  and  at  least 
eight,  which  he  mentions,  from  the  Little  Lliad.  Unfortunately, 
this  latter  passage  in  the  Poetic  (c.  23)  is  hopelessly  corrupt, 
and  conflicts  not  only  with  the  plain  facts  of  the  history  of 
tragedy,  but  with  other  statements  in  this  very  treatise.  It  is 
said  to  be  absurd  (c.  18,  §  4)  to  work  the  whole  Iliad  into  one 
tragedy ;  it  is  further  asserted  (c.  27,  §  13)  that  from  any  epic 
poem  many  tragedies  may  be  formed — an  obvious  fact,  and  in 
accordance  with  actual  literary  history.     No  doubt  ingenious 
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critics  have  found  means  of  reconciling  these  inconsistencies ; 
they  make  Aristotle  speak  at  one  time  of  the  central  plot  only 
of  the  Homeric  poems ;  at  another  of  the  whole  poems,  in- 
cluding the  episodes  ;  they  emend  the  text,  and  by  these  and 
other  contrivances  devise  a  theory  which  they  endeavour  to 
force  upon  the  facts. 

I  prefer  to  set  aside  the  criticisms  of  the  Poetic,  either  as 
not  being  the  genuine  text  and  sense  of  Aristotle,  or  else,  as 
showing  in  that  great  man  such  a  traditional  reverence  for  the 
Homeric  poems  as  made  him  an  unsafe  critic  when  they  were 
concerned.  The  unity  of  the  Iliad  is  not  adequately  sustained 
or  highly  artistic.  Many  tragedies  could  be,  and  have  been, 
legitimately  constructed  from  it.  As  far  as  we  can  see,  the 
poem  of  Arctinus  was  similarly  grouped  about  a  central  figure 
— Achilles,  whose  death  was  the  climax— but  introduced  im- 
portant and  striking  episodes.  It  is  therefore  better  to  refrain 
from  using  the  so-called  authority  of  Aristotle  in  this  matter. 

Colonel  Mure,  however,  arguing  from  this,  and  from  the 
low  esteem  shown  by  the  rest  of  our  authorities,  degrades 
the  epic  cycle  to  a  series  of  metrical  chronicles  maintaining  no 
proper  unity,  and  dealing,  moreover,  not  unfrequently  in  low  and 
disgusting  details.  He  is  no  doubt  right  in  showing  that  the 
portraiture  of  many  of  the  tragic  heroes,  especially  of  Menelaus 
and  Ulysses,  which  is  so  different  from  that  of  Homer,  comes 
from  the  cyclic  poems  ;  when  he  asserts  that  the  poets  put 
themselves  forward  too  prominently,  as  compared  with  the  self- 
effacement  of  Homer,  he  says  what  is  probable  with  later  poets, 
but  not  provable  from  our  fragments.  I  need  not  prosecute  the 
matter  further,  but  will  conclude  by  observing  that  several  good 
critics,  such  as  Welcker  and  Bernhardy,  place  Arctinus  above  the 
others.  They  attribute  to  him  the  origination  of  the  Amazonian 
and  Ethiopian  legends  ;  they  see  in  his  fragments  seriousness 
and  tragic  gloom  as  compared  with  the  lighter  and  less 
dignified  Lesches.  Beyond  this  cautious  thinkers  are  now 
slow  to  venture.  The  rest  of  the  cyclic  poets  are  hidden  from 
us  in  a  gloom  which  only  the  discovery  of  a  new  MS.  may 
some  day  dispel.  Even  Quintus  Smyrnseus,  whose  Posthomerica 
cover  much  of  the  ground  occupied  by  them,  seems  not  to 
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have  used  them  diligently,  or  to  have  reproduced  their  treat- 
ment. 

§  73.  The  present  place  seems  the  most  proper  to  give  an  ac- 
count of  the  Batracho-myo-machia  (often  cited  as  \xvo^iay[a  for 
shortness),  or  '  Battle  of  the  Frogs  and  Mice,'  which  is  the  only 
mock  epic  remaining  to  us  in  early  Greek  literature,  and  which, 
though  it  excited  little  attention  of  old,  has  given  rise  to  many 
translations  and  imitations  among  the  Italians  and  French 
since  the  Renaissance.  The  poem,  as  it  now  exists,  con- 
sists of  316  hexameters,  and  though  far  removed  from  the 
style  and  power  of  Homer,  to  whom  it  was  generally  attri- 
buted in  uncritical  days,  has  more  merit  than  is  conceded  to 
it  by  recent  commentators.  By  some  authorities  Pigres,  the 
son  of  Artemisia,  to  whom  the  Margites  is  also  ascribed,  is 
named  as  the  author — a  theory  adopted  by  Baumeister,  and 
to  which  I  should  unhesitatingly  subscribe,  as  the  most  un- 
likely tradition  in  the  world  to  be  false,  were  not  Pigres  already 
reported  the  author  of  the  Margites.  This  obscure  poet  may 
have  been  suggested  by  critics  who  felt  that  the  work  was 
not  Homer's,  and  could  find  no  more  likely  person  than  the 
accredited  author  of  another  sportive  poem,  once  called  Ho- 
meric also.  This  consideration  makes  the  authorship  of  Pigres 
not  improbable,  but  rather  doubtful.  There  is  evidence — from 
the  familiar  allusion  to  writing  at  the  opening,  from  the 
mention  of  the  cock  (v.  193),  from  the  Attic  use  of  the  article, 
and  the  frequent  shortening  of  vowels  before  mute  and  liquid 
(Atticce  correptiones,  as  they  are  called) — that  in  the  present 
form  the  poem  cannot  date  from  a  time  much  earlier  than 
^Eschylus,  and  that  it  is,  besides,  corrupted  and  interpolated 
considerably  by  far  later  hands. 

The  plot  is  witty,  and  not  badly  constructed.  A  mouse, 
after  escaping  from  the  pursuit  of  a  cat,  is  slaking  its  thirst  at  a 
pond,  when  it  is  accosted  by  a  frog,  King  Puff-cheek,  the  son 
of  Peleus  (in  the  sense  of  muddy),  who  asks  it  to  come  and  see 
his  home  and  habits.  The  mouse  consents,  but  the  sudden 
appearance  of  an  otter  terrifies  the  frog,  and  makes  him  dive, 
leaving  the  mouse  to  perish,  after  sundry  epic  exclamations  and 
soliloquies.     A  bystanding  mouse  brings  the  tidings  to  the  tribe, 
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■who  forthwith  prepare  for  war,  and  arm  themselves,  sending  a 
formal  declaration  to  the  frogs.  The  deliberations  of  Zeus  and 
Athena, xas  to  what  part  they  will  take  in  the  war,  are  really  comic, 
and  a  very  clever  parody  on  Homer.   Then  follows  quite  an  epic 

4  vv.  160-200: 

*fls  dpa  <poovi)o~as  oirAois  4ve§vcrev  airavras. 
(pvAAois  iJ.ii/  fxaAax&v  Kvr)p.as  kas  d/jLcpeKdAwpav, 
6i&pr)Kas  5'  tlxov  KaAwv  xAoepaiv  dirb  crevrAuiv, 
(pvAAa  5e  twv  KpaiijSwv  els  acnriSas  ev  fjaK-qcrav, 
eyxos  5'  6^vffxolpos  *k6.<tto>  p.aKpbs  dprjpei, 
Kal  t«  Kfpa  koxA-iwv  Ae7TTaJc  e'/caAuTrre  Kaprjva. 
<ppa£d/x€voi  S'  earrjcrav  4ir  ux®Vs  v^rjAfiaiv, 
ffeiWres  Aoyxas,  Ov/xov  b"  efMirArjUTO  enaaTos. 

Zeus  8e  Oeovs  /caAe'tras  eis  ovpavbv  affTepoeuTa, 
Kal  Tro\efiov  ir\r}Qvv  Selects,  Kparepovs  re  fj.axV'ds, 
ttoAAovs  Kal  fieydAovs  r)S'  ey^ea  /J-aKpa  <pepovTUSt 
olos  Kevravpuiv  crrparbs  epxerat  rje  TiydvToiv, 
r)bv  yeAcov  e'pe'eire"  Tires  fiaTp&xoicnv  apioyol 
i)  fxvalv  dOavdruiv  ;  Kal  'A9r]vair)v  Trpoaeenrev 

?fl  Ovyarep,  /xvcrly  r)  p   eVaAef^coi/cra  iropevcr\  ; 
Kal  yap  o~ov  Kara  vrjbv  del  aKiptoxnv  airavres, 
Kv'iaarj  repirS/xei/oi  Kal  iSefT/xacriu  4k  Qvaidwv. 

*fls  'dp   e<prj  Kpovl8r]S'  rbv  Se  rrpoffeenrev  'A9r]vrf 
£>  irdrep,  ovk  av  ttwwot'  4yw  fxvcrl  •nipop.ivoiaiv 
iXQoir]v  4irapaiy6s,  e'-zrel  /ca«d  noAAd  fi   eopyav, 
aTe'/XjUara  ffAdrrTOVTes  Kal  Avxvovs  e<Ve/c'  e'Aai'oy. 
tovto  Se  /xov  Airjv  ebaKe  <pp4vas,  old  fx   epe^av. 
TtiirXov  /j.ov  Karerpw^av,  tv  4£v(pava  Ka/xovaa 
4k  poSdvris  AeTTTrjs,  Kal  o-Tr)fi.ova  Aeirrbv  zvrjffa, 
rpwyAas  t   4/XTroirjo~av  6  8'  r)wr]Tr)s  j.oi  eirecTTrj, 
Kal  ttoAv  fj.e  TTpdo~o~ei '  tovtov  xaPlv  4£uspyio~/j.ai. 
Xpi)o~afxivT]  yap  v(pava,  Kal  ovk  e^a)  auTairoSovvcu. 
aAA'  ovb"  &s  f5aTpdxoio~iv  dpr]y4fj.ev  ovk  49eAi)ffa>. 
elffl  yap  ovb'  avrol  (ppevas  efiweSov  aAAa  yite  7rpa>7)i/ 
4k  TToAefj.ov  dviovaav,  eVel  Aii)v  (KOTrdbdriv, 
vttvov  bevofxevrjv,  ovk  eiacrav  Qopvfiovvres, 
oil?'  oAlyov  Ka/x/xvcrai  ■  £701  5'  dinrvos  KaTtK£ifx.T]v, 
tt\v  Kt(paAyi>  aAyovaa,  ecus  4fi6i)o~ev  aAe'/crcop. 
aAA'  dye,  iravauifxeada,  Oeoi,  tovtoictiv  apr)yeiv, 
fii]  k4  Tis  fjpueltov  rpoiQri  )3e'Aei  o^vSevri, 
fjL-qris  Kal  Aoyxy<pi  rvirrj  8e/xas  rje  fia^alptf 
eial  yap  ayx*/J.axot,  Kal  el  8ebs  dvrios  tAdoi  • 
TtdvTis  8'  ovpav6Qiv  Tepirw/xeda  Sr)piv  opwvres. 
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battle,  with  deliberate  inconsistencies,  such  as  the  reappear- 
ance of  several  heroes  already  killed.  The  frogs  are  worsted, 
and  the  victorious  mice  are  not  even  deterred  by  the  thunder 
of  Zeus,  but  are  presently  put  to  flight  by  the  appearance  of  an 
army  of  crabs  to  assist  the  defeated  frogs. 

The  German  destructive  critics  think  the  extant  poem  was 
put  together  from  fragments  of  earlier  mock  epics  of  the  same 
kind.  But  of  this  we  have  no  evidence.  The  opening  invo- 
cation is  that  of  a  Hesiodic  bard  (addressing  the  choir  of  the 
Muses  from  Helicon),  and  not  of  a  Homerid.  Hence  it  is 
not  impossible  that  the  idea  of  such  a  mock  epic  originated  in 
Boeotia  (where  both  frogs  and  mice  must  always  have  been 
particularly  abundant),  and  was  intended  by  the  didactic  and 
practical  school  of  Hesiod  as  a  moral  reproof  of  the  lighter 
and  more  superstitious  Ionic  singers.  But  this  is  only  a  con- 
jecture ;  the  general  complexion  of  the  poem,  as  we  have  it, 
being  certainly  Attic.  The  earliest  allusion  to  it  in  Greek 
literature  seems  to  be  a  sarcasm  of  Alexander  the  Great,  quoted 
by  Plutarch  in  his  Life  (cap.  28).  The  Alexandrian  critics  are 
silent  about  it,  so  far  as  we  know.  Several  Roman  poets  under 
the  Empire — Statius,  Martial,  and  Fulgentius — allude  to  it  as  a 
relaxation  of  the  great  author  of  the  Iliad  and  Odyssey. 

Bibliographical.  Our  MSS.  seem  all  copied  from  one  arche- 
type of  the  Byzantine  period,  ignorantly  and  carelessly  written. 
From  this  Baumeister  has  shown  two  families  of  MSS.  to  be 
derived,  one  represented  by  two  Bodleian  (cod.  Baroc.  46  and 
64),  which  are  by  no  means  the  oldest,  but  which  are  tolerably 
faithful  copies  of  the  archetype,  even  in  its  blunders.  The 
other  family  is  very  numerous,  and  comprises  our  oldest  MSS., 
viz.  the  Bodleian  cod.  Baroc.  50  (fol.  358)  of  the  tenth  century, 
the  Laurentian  (Plut.  xxxii.  3)  of  the  eleventh,  a  Palatine  (at 
Heidelberg)  of  the  twelfth,  and  an  Ambrosian  (i.  4,  super)  of 
the  thirteenth.  There  are  many  of  the  fourteenth  century. 
These  are  deliberately  interpolated  and  emended  by  scribes 
endeavouring  to  restore  or  improve  the  original.  Some  twenty 
have  been  collated,  and  at  least  thirty  more  still  await  investi- 
gation. This  family  of  MSS.  shows  a  decomposition  of  the 
text  almost  without  parallel,  as  may  be  seen  from  a  glance  at 
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Baumeister's  edition.  Most  of  them  have  copious  scholia  and 
notes  by  Byzantine  grammarians.  Those  of  Moschopulos,  if 
they  indeed  exist  (cf.  Baumeister,  p.  10),  are  as  yet  un- 
published. The  earliest  translation  is  by  Sommariva,  dated 
Verona,  1470,  but  the  date  is  rejected  as  spurious  by  Giuliari, 
the  learned  historian  of  Veronese  typography.  There  is  a 
translation  into  low  Greek  by  Demetrius  Zenas,  in  1534  (re- 
printed in  Ilgen,  and  by  Mullach,  Berlin,  1837),  which  shows 
the  text  he  used  to  be  not  different  from  ours.  The  book  was 
first  printed,  in  alternate  black  and  red  lines,  at  Venice  in  i486 l 
— the  first  Greek  classic  ever  printed — and  this  very  rare  edition 
was  imitated  (only  as  to  colours)  by  Mich.  Mattaire,  in  his 
edition  with  notes  (London,  1721).  The  Florentine  Homer  of 
1488  is  the  basis  of  most  following  editions,  e.g.  those  of  Ilgen 
(with  the  Hymns,  1796),  Matthias,  F.  A.  Wolf,  who  asserted 
our  text  to  be  a  mere  conglomerate,  Bothe,  Frank,  and,  lastly, 
Baumeister  (Gottingen,  1852),  whose  little  book  is  a  model  of 
care  and  diligence,  and  whose  account  of  the  text  seems  very 
complete,  except  that  he  does  not  specify  the  age  of  any  of  the 
MSS.  which  he  discusses.  Since  the  Renaissance  the  poem 
has  excited  a  good  deal  of  attention,  Melanchthon  and  others 
imagining  a  hidden  political  or  moral  import  under  its  parody. 
There  is  a  spirited  old  translation  by  George  Chapman,  re- 
printed by  J.  Russell  Smith  (London,  1858). 

§74.  The  'beast-epic'  we  have  been  considering  suggests 
naturally  a  more  general  inquiry  into  the  occurrence  of  beast- 
fables  in  Greek  literature.  This  form  of  imagination  was,  on 
the  whole,  foreign  to  the  Greeks,  and  there  are  many  indications 
that  the  supposed  father  of  fable,  yEsop,  was  a  Syrian,  Phrygian, 
or  ^Ethiopian.  Some  have  argued  that  he  was  an  Egyptian. 
Nevertheless  the  fable,  originally  called  cdvoc,  though  not  fre- 
quent, is  found  at  intervals  in  various  kinds  of  Greek  poetry. 
We  have  in  Hesiod  the  fable  of  the  falcon  and  dove  ;  in  Stesi- 
chorus,  that  of  the  horse  and  his  rider ;  in  Archilochus,  stories 

1  Per  Leoniaim  Cretensem.  There  is  a  beautiful  copy  in  Earl  Spencer's 
library  at  Althorp.  The  grammar  of  Lascaris,  the  Milan  iEsop,  and  a  Greek 
and  Latin  Tsalter  of  148 1  are  the  only  earlier  books  (not  quotations)  in  Greek 
type  which  I  can  find,     They  are  all  to  be  seen  in  the  Althorp  library. 
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about  the  fox ;  in  the  elder  Simonides,  sketches  of  character 
derived  from  various  animals ;  in  ./Eschylus,  the  Libyan  fable 
which  Byron  has  so  well  adapted  in  his  lines  on  Kirke  White. 

Though  Hesiod  was  named  as  the  earliest  poet  who  used 
this  form  of  apologue,  its  invention  was  systematically  attri- 
buted to  y£sop,  an  obscure  and  perhaps  mythical  figure,  whose 
historical  reality  is  now  generally  rejected  since  the  searching 
article  on  this  subject  by  Weicker.1  Nevertheless,  Herodotus 
speaks  of  him  as  a  slave  at  Samos  in  the  sixth  century.  Aris- 
tophanes and  Plato  both  speak  of  yEsopic  jokes  as  a  distinct 
kind  of  fun,  and  Aristotle  tells  of  his  murder  by  the  Delphians 
having  been  atoned  with  great  difficulty  by  the  special  com- 
mand of  the  oracle.  It  was  added  that  y£sop  came  to  life  again, 
owing  to  his  piety.2  In  spite  of  these  definite  allusions,  the 
list  of  which  is  by  no  means  complete,  we  cannot  fix  either  the 
age  or  nationality  of  this  strange  personage,  whom  later  art 
represented  a  hideous  and  deformed  creature,  perhaps  to 
indicate  his  nearer  approach  to  the  lower  animals,  and  his 
peculiar  sympathy  for  their  habits.  Such  is  the  conception  of  the 
famous  statue  now  in  the  Villa  Albani  at  Rome. 

This  side  of  literature,  however,  long  remained  a  mere 
amusement  in  society,  or  among  the  ignorant  classes,  nor  can 
we  regard  such  a  literary  work  as  Aristophanes'  Birds  or  the 
Myomachia  in  any  other  light  than  a  most  exceptional  product.3 
When  original  power  was  failing,  and  men  began  to  collect  the 
works  of  their  predecessors,  we  hear  that  Demetrius  Phalereus 
made  the  first  written  corpus  of  these  popular  stories,  no  doubt 
in  their  rude  prose  form.  Then  we  find  that  Callimachus 
sought  to  give  them  a  literary  tone  by  adapting  them  in  choli- 
ambic  metre,  no  doubt  the  best  metrical  form  which  could 
have  been  selected. 

But  so  little  prominence  did  he  give  to  this  side  of  his 

1  Rhcin.  Jlfus.  vi.  366,  sq. 

2  Cf.  Herodotus,  ii.  134;  Aristoph.  Vesp.  1258,  1437,  andschol. ;  Plato, 
Plicrdo,  60  D,  Aristotle,  Frag.  445;  ^Lschylus,  Frag.  129. 

3  Our  early  allusions  seem  to  distinguish  Libyan,  Sybaritic,  Syrian, 
&c.  from  /Esopic,  but  ultimately  fxvdos  Alaonraos  becomes  the  recognised 
expression  for  a  beast  fable.. 
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multiform  literary  activity,  that  Babrius,  who  came  much  later, 
was  justly  regarded  as  the  originator  of  the  metrical  fable. 
This  remarkable  author,  of  unknown  date,  and  not  cited  by 
early  grammarians,  was  only  known  by  Suidas'  fragmentary  quo- 
tations until  the  discovery  of  two  MSS.  of  his  works  at  Mount 
Athos  by  Minas,  about  1840.  The  name  of  the  discoverer  na- 
turally suggested  doubts  as  to  the  genuineness  of  the  discovery, 
but  according  to  Dindorf  (Philol.  xvii.  pp.  321,  sq.)  there  is  no 
mistake  about  the  first;  the  second  is  probably  a  compilation 
by  Minas  from  preexisting  fragments.  Both  texts  were  printed 
by  Sir  G.  Lewis  (Oxon.  1846  ;  London,  1859),  but  Boissonade's 
(Paris,  1844)  is  the  editio princcps,  and  Lachmann's  the  best,  at 
least  of  the  former  MS.  The  literary  merit  of  Babrius  is  very 
considerable,  though  he  does  not  belong  to  the  classical  period. 
As  for  the  ^Esopic  fables,  they  were  variously  collected  in  later 
days,  and  are  preserved  in  many  MSS.  throughout  Europe. 
The  collection  of  the  monk  Planudes,  with  a  life  of  JEsop, 
was  printed  among  the  very  earliest  Greek  books  (Milan,  Bonus 
Accursius,  perhaps  as  early  as  1479)  >  the  latest  is  Klotz's 
(Leipzig,  18 10).  There  are  besides  de  Furia's,  Coraes'  and 
Schneider's  collections,  all  printed  about  18 10. 


CHAPTER  VII. 

THE   DIDACTIC   EPOS.      HESIOD — THE   EARLY   PHILOSOPHERS. 

§  75.  Great  as  is  the  divergence  of  critics  about  the  Homeric 
poems,  it  seems  almost  unanimity  when  we  come  to  study  the 
modern  Hesiodic  literature.  Every  possible  theory,  every 
possible  critical  judgment  has  been  upheld  and  refuted ;  so 
that,  after  toiling  through  wildernesses  of  German  books,  and 
tracts,  and  programs,  one  comes  to  the  conclusion  that  nothing 
has  been  gained,  nothing  proved,  and  that  the  field  is  still 
open  to  plain  common  sense,  as  well  as  to  new  flights  of  fancy. 

The  home  of  this  distinct  kind  of  epic  poetry,  called 
Didactic,  because  of  its  occasionally  moral  and  instructive 
tone,  was  not  originally x  a  sea-coast,  with  bays,  and  promon- 
tories, and  rocky  islands,  but  the  inland  of  Bceotia,  surrounded 
on  all  sides  by  mountain  chains,  with  rich  arable  soil  in  the 
plain,  and  light  pastures  on  the  higher  slopes;  with  great 
sedgy  sheets  of  still  water  about  the  lowlands,  and  streams 
tumbling  from  the  hills.  It  was  a  climate,  says  the  poet  of  the 
Works  and  Days,  bad  in  winter,  trying  in  summer,  never  good ; 
and  this  he  says,  contrasting  it,  I  suppose,  with  what  his  father 
told  him,  or  what  he  himself  remembered  of  iEolic  Kyme,  upon 
the  rich  shore  of  Asia  Minor,  where  the  climate  of  old  was 
wonderful  even  to  the  Greeks.  But  he  has  certainly  exagge- 
rated the  faults  of  the  weather,  and  said  nothing  of  the  richness 
of  the  soil.2    Yet  no  doubt  the  extremes  of  cold  and  heat  were 

1  I  say  originally,  because  Bergk  follows  the  traditions  of  the  poet's 
death,  so  far  as  to  hold  his  ultimate  settlement  at  Naupactus,  and  to  call 
his  school  the  Locrian  School,  of  which  the  Zirn  NaumiKTia  were  a  farther 
development. 

2  It  is  worthy  of  note  that   Archilochus,  with  similar  injustice,  reviles 
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then  greater  than  they  now  arc,  for  in  our  time  Bceotia  is  one 
of  the  loveliest  and  most  fertile  parts  of  Greece.  The  inhab- 
itants came  to  be  ridiculed  in  the  days  of  Attic  greatness  for 
heavy  eating,  and  for  their  dulness  and  stupidity — consequences 
attributed  to  their  moist  and  foggy  climate.-  Such  Attic  jibes 
have  been  repeated  with  too  much  seriousness.  The  ancient 
worship  of  the  Muses  throughout  Bceotia,  the  splendour  of  the 
art  and  culture  of  the  old  Minyans  of  Orchomenus,  the  great 
burst  of  lyric  poetry  in  the  days  of  the  Persian  wars,  the 
broad  culture  of  Epaminondas,  and  through  him  of  Philip, 
and  lastly,  the  martinmas  summer1  of  Greek  literature  in 
Plutarch — all  these  facts,  apart  from  the  poetry  now  before  us, 
show  that  Bceotia,  as  we  might  expect  from  its  rich  and  well- 
watered  soil,  was  not  only  an  early  home  of  wealth  and 
civilisation,  but  sustained  its  intellectual  reputation  all  through 
Greek  history. 

Assuming  the  Works  and  Days  to  be  the  product  of  the 
genuine  Hesiod,  we  look  in  vain  for  any  certain  clue  to  the 
exact  period  of  the  poet's  life.  The  only  direct  allusion  is  to 
his  having  journeyed  to  Chalcis  in  Eubcea  for  a  poetical  con- 
test at  the  funeral  games  given  fur  Amphidamas,  at  which  he 
claims  to  have  carried  off  the  prize.2  But  the  only  clue  to  the 
date  of  Amphidamas  is  that  he  was  an  active  leader  in  the 

the   climate  and  soil  of  Thasos  (fr.  21,  ed.  Bergk),  for  Plutarch  says  :  — 
Ka.6d.trep  'ApxiAo^os   T^s  Qdaov  t«   Kapxo<p6pa  Kal  ulvSneb'a  irapopuv  8ia  rb 
Tpaxv  Kal  avri/xaAov  SUfiaAe  Tr/i'  vrjcrov,  uttuiv 
Hoe  0    ujctt   ovov  pa^is 

earriKtv  v\ris  ayp'mjs  4irio~T€<f>ris' 

ov  yap  ti  KaXhs  x&P0S  °^'  ^rpifiepos 

ov5'  iparos,  oios  ajj.(pl  ~2.ipios  pod?. 

Plutarch  might  have  said  the  very  same  thing  of  Hesiod,  unless,  indeed, 
we  hold  that  the  plain  of  Thebes  was  covered  with  forest  in  old  times,  as  is 
described  in  the  Homeric  Hymn  to  the  Pythian  Apollo. 

1  Cf.  Archbp  Trench's  Plutarch  and  his  Age,  p.  11,  from  whom  I  gladly 
borrow  the  expression.  Thus  also  Mr.  Symonds  aptly  calls  the  Hero  and 
Leander  of  Musecus  the  fair  November  day  of  Greek  poetry. 

2  This  contest  is  apparently  transferred  to  Delos,  and  described  as  con- 
sisting  in   singing  hymns   to  Apollo,   in  frag.  227.     We  shall  return  to 
this  point  when  speaking  of  the  Hymns. 
VOL.  I.— 5 
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tedious  war  against  the  Eretrians  about  the  Lelantine  plain.1 
This  passage  about  the  poetical  tournament  at  Chalcis  is 
accordingly  declared  spurious  by  most  critics,  and  referred  to 
some  later  Hesiodic  bard,  who  was  confused  with  his  great 
predecessor,  just  as  the  blind  old  poet  of  Chios  (in  the  Hymn 
to  the  Delian  Apollo)  was  commonly  confused  with  Homer. 
Setting  aside,  therefore,  this  hint,  they  are  thrown  back  upon 
vaguer  inferences. 

The  poet  describes  no  monarchy,  but  an  aristocratical 
government,  as  ruling  over  his  native  place.  This  Ascra  was 
probably  under  the  sway  of  Thespiae,  which  maintained  its 
aristocratical  government  up  to  late  days,  so  as  to  be  even  in 
Aristotle's  time  a  remarkable  example  for  citation.  It  is  said 
that  royalty  was  abolished  at  Thebes  about  the  middle  of  the 
eighth  century  u.c. ;  but  it  is  doubtful  whether  Thebes  then 
controlled  a  large  district.  The  fact  that  Hesiod's  father 2 
came  back  from  the  ^Eolian  settlements  in  Asia  Minor — and 
on  account  of  poverty — suggests  that  the  colonies  had  been 
some  time  sent  out ;  yet  not  so  long  that  discontented  colonists 
had  forgotten  the  way  home,  or  their  sense  of  unity  with  the 
motherland.  But  the  poem  is  so  full  of  evident  interpolations, 
that  many  critics  reject  even  this  personal  statement  about  the 
poet's  parentage,  and  think  that  a  later  bard  inserted  it,  in 
order  to  inform  the  readers  of  the  poem  about  the  supposed 
author's  life. 

§  76.  From  a  conservative  point  of  view,  the  following 
seems  to  me  the  most  reasonable  theory  as  to  the  composition 
and  date  of  the  Works  and  Days. 

It  is  an  admitted  fact,  that  about  the  beginning  of  the 
seventh  century,  B.C.,  the  heroic  epics  of  the  Greeks  were 
being  supplanted  by  the  poetry  of  real  life — iambic  satire, 
elegiac   confessions,   gnomic  wisdom,   and    proverbial   philo- 

1  Cf.  Gottling's  Fref.,  p.  xxiii,  who  quotes  Plutarch's  Convivium  (c.  10), 
with  additional  details.  But  the  genuineness  and  authority  of  this  tract 
is  denied  by  F.  Nietzsche  {Rhein.  Mas.  vol.  xxvi.)  in  his  critical  examina- 
tion of  the  legends  of  Hesiod's  life. 

2  That  his  name  was  Dius  seems  more  than  doubtful.  Cf.  II.  Flach 
in  Hermes  for  1874,  p.  358. 
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sophy.  The  Greeks  grew  tired  of  all  the  praise  of  courts  and 
ladies  and  bygone  wars,  and  turned  to  a  sober — nay  even 
exaggerated — realism,  by  way  of  reaction  from  the  worship  of 
Homeric  rhapsody.  The  father  and  forerunner  of  all  this 
school  is  clearly  Hesiod,  to  whom  the  critics  have  found  strong 
family  likenesses  in  Archilochus,  Simonides  of  Amorgos,  and 
Hipponax,  and  stronger  evidences  of  imitation  in  Alcreus  and 
Theognis.  The  Odyssey,  on  the  other  side,  both  in  the  society 
which  it  describes — the  lawless  rule  of  an  aristocratic  oligarchy; 
in  its  catalogue  of  fair  women,  the  prototype,  or  antitype,  of 
the  Hesiodic  Eoiai;  still  more,  in  the  sober  tone  of  its  diction, 
and  in  its  enumerations  of  names,  the  'Waibcuoc,  ^apaKrrjp  tear 
oi'o/ta  of  the  Alexandrian  critics — seems  the  foretaste,  or  per- 
haps the  heroic  expression,  of  this  changing  temper  in  the 
public  mind.  The  decisive  turning  point,  to  my  mind  a  marked 
epoch  in  the  history  of  Greek  literature,  is  the  great  poetical 
contest  at  the  funeral  games  of  Amphidamas  of  Chalcis,  when 
the  Hesiodic  poetry  defeated  its  Homeric  rival.  This  fact 
seemed  so  extraordinary  to  later  critics,  that,  when  they  wrote 
the  life  of  Hesiod,  and  the  Contest  of  Homer  and  Hesiod,  they 
sought  to  invent  reasons — and  very  absurd  ones  they  were — 
for  such  a  result,  and  the  judges  (whose  names  were  remem- 
bered) were  held  up  to  ridicule.1 

Yet  a  more  philosophical  review  of  the  development  of 
Greek  poetry  shows  such  a  result  to  be  natural  and  necessary. 
The  Greek  public  was  presented  with  so  many  weak  and 
watery  epics,  with  so  many  faint  imitations  of  the  great  origi- 
nals, that  even  these  lost  their  charm,  and  were  a  weariness  to 
them.  Then  it  was  that  a  truly  original  poet  again  turned  his 
attention  to  the  only  real  source  of  life  in  any  literature — the 
songs  and  shrewd  sayings  of  the  people.  He  found  old 
gnomes  and  advices  about  practical  life,  rules  of  agriculture 
and  of  morals  fused  like  the  Roman  lady's  distaff  and  her 
chastity.2     He  recast  them  in  an  artistic  form,  retaining  suffi- 

1  TlavelSov  tyr/<pos  was  a  proverb  for  a  foolish  judgment,  Paneides,  the 
brother  of  Amphidamas,  being  named  as  the  judge  on  the  occasion. 

2  This  we  find  in  many  Roman  epitaphs,  e.g.  those  quoted  by  Momm- 
sen,  Rom.  Hist.  vol.  1.  p.  61,  note  (Eng.  Trans.). 
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cient  flavour  of  their  rudeness  to  preserve  their  charm  for 
audiences  weary  of  heroic  refinement.  Thus  arose  the  famous 
Works  and  Days,  the  homely  rival  of  Homeric  song,  the 
parent  of  Greek  gnomic  poetry,  the  great  hand-book  of 
moral  teaching  among  Greek  educators.  The  man  who 
gathered  and  systematised  this  old  folk  lore  and  folk  wisdom — 
who  combined  Ionic  treatment  with  a  Boeotian  subject — who 
tamed  the  rude  dialect  of  the  farmers  on  Helicon  into  an 
almost  epic  style — who  carried  back  Ionic  memories  to  his 
rugged  home — who  won  the  tripod  at  the  national  contest  of 
Chalcis — who  then  settled  near  Naupactus,  and  died  there — 
this  was  the  real  Hesiod.  He  was  not  removed  by  centuries 
from  the  poetry  which  directly  followed  his  lead.  He  was 
rather  the  first  of  a  close  and  continuous  series  of  poets  who 
took  up  his  realism,  though  they  freed  it  from  its  '  Helot ' 
flavour,  left  out  his  husbandry  and  his  addresses  to  rustics,  and 
gave  his  ethics  an  aristocratic  tone. 

Even  as  to  the  Hesiod  whom  we  possess,  I  cannot  be- 
lieve that  he  was  the  poet  of  the  lower  classes,  and  that 
his  great  originality  was  to  address  the  people.  No  doubt 
many  of  the  old  proverbs  and  agricultural  advices  he  gathered 
were  current  among  the  people  ;  but  it  is  to  be  remarked  that 
the  poet  distinctly  addresses  princes  also,  and  gives  them 
a  moral  lecture  (vv.  248,  sq.) ;  he  looks  upon  their  justice 
and  good  conduct  as  essential  to  the  people,  not  only  because 
they  are  its  judges,  but  because  their  sins  are  visited  by  Zeus 
upon  the  whole  people.  This  view  is  to  be  found  in  the 
Iliad.  Neither  does  Hesiod  speak  more  harshly  of  these 
princes  than  does  the  poet  of  the  Odyssey  in  his  picture 
of  the  suitors.  No  princes  are  attacked  or  lightly  spoken 
of  except  for  their  injustice.  All  this  is  consistent  with  an  age 
when  an  increasing  population  made  agriculture  more  im- 
portant, and  when  the  better  members  among  the  ruling  aris- 
tocrats wished  tD  encourage  justice  and  diligence,  not  only  in 
their  subjects,  but  in  their  thoughtless  or  dissipated  equals. 
The  high  and  noble  view  of  the  unity  and  justice  of  the 
Supreme  Governor  of  the  world — to  the  complete  exclusion  of 
lesser  deities — is  the  most  striking  feature  of  the  poem,  and  its 
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most  curious  contrast  to  the  Theogony.  The  shepherd  class, 
by  the  way,  is  there  treated  with  contempt. 

§  77.  The  poet  of  the  Works  seems  to  me  to  have  lived 
about  the  middle  of  the  seventh  century,  b.c.  Here  are  my 
reasons : — 

The  return  of  his  father  from  Kyme — from  a  rich  and  fer- 
tile sea-coast  to  a  poor  and  barren  upland  farm — can  only  be 
accounted  for  by  some  grave  misfortune  or  decay  in  the  pros- 
perity of  the  Asiatic  colonies.  This  is  most  easily  to  be  found 
in  the  rise  of  the  Lydian  power  under  Gyges,  after  the  opening 
of  the  seventh  century.  According  to  Strabo  and  Nicolaus 
Damasc.,1  this  king  possessed  the  whole  Troad  as  far  as 
Abydos,  and  therefore  must  have  possessed  the  intermediate 
territory,  which  included  the  inland  country  round  Kyme. 
The  father  of  the  poet  seems  to  have  taken  at  first  to  sea 
traffic,  but  with  little  satisfaction ;  and  thus,  as  his  agricultural 
prospects  were  spoiled  by  the  Lydian  conquest,  he  would  ulti- 
mately return  to  Bceotia,  from  which  we  may  conceive  his  fore- 
fathers to  have  originally  set  out. 

This  chronological  argument  is  evidently  strengthened  by 
the  further  allusion  to  the  games  at  Chalcis — probably  near 
the  conclusion  of  the  Lelantine  war.  Chalcis  and  Eretria, 
which  contended  for  the  possession  of  the  disputed  plain, 
were  then  by  their  commerce  two  of  the  leading  cities  of 
Greece  Proper.  They  were  founding  colonies  all  over  the 
northern  ^Egean  and  the  Hellespont.  Their  war  became  so 
important,  that  all  mercantile  Greece,  especially  Samos  and 
Miletus,2  joined  in  the  fray.  These  facts  have  led  historians  to 
see  in  this  war  a  great  commercial  conflict ;  and  therefore  to 
place  it  in  the  days  of  the  great  Hellenic  colonisation — about 
the  beginning  of  the  seventh  century.  If  my  argument  be 
correct,  we  must  bring  it  down  some  fifty  years,  or  at  least  we 
must  bring  down  the  death  of  Amphidamas,  the  'king'  of 
Chalcis,  to  a  period  after  the  Lydian  pressure  had  been  for 

1  Quoted  by  Grote,  iii.  p.  303  (orig.  ed.).    Gyges  reigned  about  680  B.C. 

2  Herodotus  says  (bk.  v.  99)  that  the  Eretrians  were  repaying  (in  500 
B.C.)  a  debt  to  the  Milesians  for  helping  them  previously.  It  seems  absurd 
to  imagine  this  obligation  incurred  more  than  200  years  before. 
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some  time  felt.1  But  there  is  no  difficulty  in  doing  so,  and 
E.  Curtius'  date  for  the  Lelantine  war  (704  B.C.)  is  only,  I 
should  think,  a  tentative  one,  and  based  on  the  received  dates 
for  the  principal  colonies,  which  are  all,  I  suspect,  at  least  a 
generation  too  early.  But  to  prove  this  would  lead  us  too  far 
from  our  literary  history.2 

It  remains  to  notice  what  can  be  said  against  this  theory, 
which  brings  down  the  date  of  Hesiod  so  low,  and  what  evi- 
dence there  is  of  his  greater  antiquity.  I  pass  by  the  argu- 
ment of  Bergk,3  who  says  that  Hesiod  must  have  preceded 
the  1st  Olympiad  in  date,  because  Eumelus  of  Corinth,  who 
is  said  to  have  been  active  about  01.  10,  would  else  be  the 
leader  of  this  school  of  poetry,  whereas  he  clearly  follows 
Hesiod.  This  argument  contains  nothing  but  ungrounded 
assumptions.  We  know  nothing  of  Eumelus,  except  that  all 
the  works  attributed  to  him  (save  one  lyric  prosodion) — that 
is  to  say,  the  only  works  which  may  have  been  Hesiodic  in 
character — were  thought  spurious  by  Pausanias.  His  date  is 
unknown  ;  his  very  personality  hazy  and  doubtful. 

§  78.  There  is  indeed  a  general  belief  in  the  primitiveness  of 
Hesiod,  and  a  desire  to  place  him  far  anterior  to  the  historical 
poets  of  the  seventh  century  ;  but  this  also  rests  on  no  basis  ot 
any  value,  except  the  statement  of  Herodotus,  whose  real  inten- 
tion was  not  to  raise,  but  to  lower,  the  date  of  Homer  and  He- 
siod. They  lived,  says  he,  four  hundred  years  before  my  time, 
and  not  more.  But  unfortunately  he  made  them  contemporary, 
and  this  takes  greatly  from  his  authority  about  Hesiod  :  for  it 
has  been  made  quite  plain  by  modern  criticism  that  Hesiod  pre- 
supposes Homer,  and  is  therefore  posterior.     Of  this  there  i? 

1  I  think  the  allusion  in  Thcognis  (v.  891)  to  the  ravaging  of  the  Le 
lantine  plain  must  refer  to  this  Lelantine  war  as  contemporary,  and  must 
be  an  older  fragment  transferred  to  the  conglomerate  which  now  passes 
under  his  name.  Indeed,  the  date  of  Theognis  is  not  very  certain  • 
but  most  critics  place  him  about  560  B.C.  The  lines  make  the  wai 
contemporary  with  the  Cypselkls,  and  therefore  not  concluded  before 
657  B.C. 

-  See  the  evidence  for  the  Lelantine  war  brought  together  and  discussed 
in  the  Appendix  to  my  article  on  Hesiod  in  Hermathena,  No.  IV.  p.  325, 

3  LG.  i.  p.  937. 
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one  clear  proof.  I  put  no  stress  on  the  shortening  of  syllables, 
or  other  linguistic  evidences,  as  the  dialect  of  Hesiod  is  not 
the  same  as  that  of  the  Ionic  School,  and  therefore  what  seem 
later  modifications  may  be  original  differences.  But  in  the 
description  of  the  Four  Ages  of  Man — the  Gold,  the  Silver,  the 
Bronze,  and  the  Iron — the  gradual  decadence  is  broken  in 
upon  (after  the  Bronze)  by  a  fifth  race,  apparently  better  than 
two  of  its  predecessors — that  of  the  heroes  who  fought  and 
died  at  the  wars  of  Thebes1  and  Troy.  It  is  evident  that  no 
historical  place  could  be  found  for  them,  nor  were  they  ad- 
mitted in  the  legend  which  compared  the  succeeding  races  of 
men  to  the  metals.  But  so  powerful  was  the  effect  of  the 
Heroic  epics,  that  the  shrewd  poet  of  the  Works  thought  it 
necessary  to  find  a  niche  for  this  race  in  his  Temple  of  Fame  ; 
and  so  the  legend  was  distorted  to  admit  them  as  a  fifth  race, 
created  out  of  due  time  by  the  Father  of  gods  and  of  men.2  This 
fact  in  itself  would  prove  that  Homer  was  considerably  anterior 
to  Hesiod,  if  it  were  not  already  perfectly  plain  to  anyone  who 
has  studied  the  logical  development  of  Greek  literature.  If 
any  critic  urges  the  primitive  complexion  of  many  of  the  saws 
of  Hesiod  in  defence  of  his  antiquity,  I  will  remind  him  that 
my  theory  postulates  this  very  thing — the  adoption,  by  the  his- 
torical Hesiod  of  the  seventh  century,  of  all  the  fine  old  sayings 
which  floated  among  the  people.  I  will  even  concede  that 
there  was  an  earlier  collection3  :  but  it  seems  to  me  impossible 

1  This  seems  to  imply  that  the  epics  based  on  the  Theban  cycle  of 
myths  were  already  composed,  and  widely  celebrated — a  condition  of  things 
pointing  to  a  date  after  700  B.C. 

2  It  is  to  be  noted  that  the  old  legends  of  both  Iranians  and  Indians  con- 
tain accounts  of  five  races  of  anterior  men,  and  it  is  not  difficult  to  find  a. 
similar  division  underlying  the  Semitic  history  in  Genesis.  It  is,  there- 
fore, probable  enough  that  the  oldest  Greek  legends  told  of  five  races,  and 
that  the  number  was  no  novelty  invented  by  the  poet.  But  admitting  this, 
the  distortion  of  the  legend  to  suit  the  glories  of  the  epic  heroes  of  Troy 
and  Thebes  is  the  more  remarkable,  and  an  even  clearer  proof  of  the  re- 
putation of  Homer  and  his  school.  In  all  the  other  legends  uf  five  races 
the  decline  of  excellence  seems  to  be  gradual. 

3  The  enigmatical  epitaph  ascribed  (on  Aristotle's  authority)  to  Pindar, 

X°"p*  Sis  i]fii]<Tas  kolI  81s  ra<pov  avrifioKrioas 
'HcrioS',  avOpdwois  fi4rpov  cxcov  (ro<pias, 
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to  detect  it  and  separate  it  from  the  later  materials.  It  is  also 
clearly  to  be  admitted  that  when  the  poems  came  to  be  used  as 
handbooks  of  education,  many  wise  and  useful  proverbs  were 
foisted  in,  some  from  later,  some  from  earlier,  authors.  There 
is  evidence  of  distinctly  inconsistent  proverbs  being  thus 
brought  together,  as  we  find  it  perpetually  the  case  in  the 
very  similar  poet,  Theognis.  The  very  best  lines  of  this  kind 
being  probably  those  chosen  for  the  purpose,  it  is  surely  a 
perfectly  idle  proceeding  to  endeavour  to  restore  the  ori- 
ginal poem  by  picking  out  the  good  lines,  and  rejecting  what 
appears  to  be  inferior  or  weak.  The  taste  of  the  German 
critics  who  have  attempted  this  is  not  beyond  cavil,  and  they, 
of  course,  differ  widely  from  one  another  in  their  aesthetic 
judgments  ;  but,  without  disputing  these,  we  may  hold  fairly 
that  many  a  line  may  be  interpolated,  because  it  is  good  and 
striking,  and  that  many  a  line  has  held  its  place,  in  spite  of  its 
weakness,  because  it  was  acknowledged  by  tradition  as  genuine. 
Nothing  can  be  more  absurd  than  to  argue  that,  because  a  poet 
is  a  great  poet,  all  that  he  composes  must  be  great,  or  even  con- 
sistent with  itself.  If,  as  I  believe,  the  original  Hesiod  com- 
piled from  older  materials,  perhaps  not  very  easily  fused  ;  and 
if  most  of  the  interpolations  which  the  critics  allege  are  by 
them  admitted  to  be  so  ancient,  that  the  poems  were  not  much 
different  in  Plato's  day  from  their  present  form,  it  is  surely  idle 
to  attempt  the  separation  of  these  various  strata.  The  procems 
of  both  Works  and  Theogony  may  be  rejected  on  fair  evi- 
dence, and  I  think  there  has  been  patching  clearly  detected  in 
the  long  procem  of  the  latter;  but  beyond  this  we  can  reject 
witli  certainty  only  a  very  few  passages.  We  may  suspect  a 
great  many,  but  have  no  sufficient  evidence  to  condemn  them. 
§  79.  Before  proceeding  to  an  analysis  of  the  extant  works 
of  Hesiod,  a  word  should  be  said  about  the  legends  of  his  death, 

is  only  explicable,  according  to  Gottling  (pref.  ad  Hes.  p.  13),  by  assum- 
ing two  Hesiods,  of  whom  two  tombs  were  shown.  The  Orchomenians 
admitted  this,  but  said  that  the  bones  had  been  transferred  from  Naupactus 
(or  from  Ascra),  owing  to  an  oracle.  But  as  Aristotle  is  speaking  only  of 
a  second  tomb,  I  suspect  ?;j87)<ras,  in  spite  of  the  fitness  in  form,  to  be  a 
spurious  word,  concealing  some  quite  different  sense. 
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preserved  at  length  in  the  yivog  'Haiocov  of  Tzetzes,  and  the 
uyutv.  After  his  alleged  victory  at  Chalcis  he  went  to  Delphi, 
where  the  oracle  told  him  to  avoid  the  fair  grove  of  Nemea, 
where  the  goal  of  death  was  destined  for  him.1  Accordingly, 
avoiding  the  Nemea  in  Peloponnesus,  he  went  to  live  at 
CEnoe  in  Locris,  near  Naupactus,  with  Amphidamas  and 
Ganyctor,  sons  of  Phegeus.  The  coincidence  of  name  with 
the  king  of  Chalcis  at  the  games  is  curious.  These  men, 
accusing  him  of  having  seduced  their  sister  Clymene,  mur- 
dered him,  and  threw  him  into  the  sea  ;  but  the  body  came 
to  land  on  the  shore  between  Locris  and  Eubcea  (apparently  a 
confusion  between  the  two  separate  countries  called  Locris), 
and  was  buried  at  the  sacred  grove  of  Nemea  in  CEnoe.  The 
people  of  Orchomenus  afterwards  removed  the  body,  by  advice 
of  an  oracle,  and  buried  it  in  the  middle  of  their  agora.  The 
epitaph  on  this  tomb  has  been  quoted  above.2  I  should  not 
mention  these  apparently  late  fables,  but  that  they  were  (partly 
at  least)  known  and  alluded  to  by  Thucydides.  3 

§  80.  The  "Epya  of  Hesiod,  as  it  seems  to  have  been  once 
called,  without  the  addition  of  ^jiipm,  comprises  ethics  and 
husbandry  in  about  equal  portions,  including  husbandry  under 
what  the  Greeks  called  (Economics ;  it  directs  the  choice  of 
a  wife,  the  management  of  the  house,  and  the  observation  of 

1  oA/3(os  ovros  a.v)]o  %s  ijxbv  S6/xov  afj.<piiro\evei 
'HcrioSos,  Mov(TT)(TL  rerifxivos  aOavdrycn' 

too  S-fi  roi  KAeos  zcrrai  <5aov  r  iTUKio'va.Ta.i  'Hcis. 
aWa  Aibs  Tre<pv\a£o  Ne/xeiov  KaWifMov  &Affosm 
Ktldi  Se  roi  Qa.vd.TOio  r4\os  TreTrponfievov  ifftlv. 

2  The  age  and  character  of  these  legends  has  been  carefully  discussed 
by  F.  Nietzsche  in  his  second  article  on  the  aydv  {Rhcin.  A/us.  vol.  xxvi.), 
but  without  any  important  positive  result,  except  that  of  sustaining  the 
aywv  against  the  Convivium  (of  Plutarch  ?)  where  they  differ. 

3  iii.  96.  He  says  of  Demosthenes,  avAurduevos  5e  T<p  (rrpaTcjj  lv  rov 
Albs  tov  Ne/xeiov  T<p  iepf,  eV  <5  'HtrioSos  6  Troirjrrjs  Aeyerai  virb  twv  ravrrf 
a-noQaveiv,  xp'0<f^v  abrcp  iv  Ne^uea  rovro  iraOeiv.  Pausanias  also  mentions 
that  it  was  doubted  in  his  day  whether  Hesiod  was  falsely  accused  of  the 
crime  or  not.  Aristotle  is  referred  to  in  his  iro\.  'Opx-  (Miiller,  FHG.  ii. 
p.  144)  as  stating  (though  perhaps  only  as  a  tradition)  that  Stesichorus  was 
his  son  by  Clymene — a  legend  which  certainly  brings  the  date  of  Hesicd 
near  the  very  time  for  which  I  contend. 
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ordinary  morality  and  superstition.  The  first  ten  lines  of 
the  exordium  were  rejected  even  by  the  ancients.1  The 
address  to  the  Princes  about  their  injustice  (248-73)  is  the 
only  part  of  the  poem  which  could  possibly  be  classed  under 
the  head  of  politics,  and  I  think  improperly ;  it  is  strictly 
ethical,  but  not  addressed,  like  the  rest,  to  Perses.  The 
ceconomics,  on  the  choice  of  a  wife  (695-705),  are  trifling  com- 
pared to  the  advices  on  husbandry  (383-617),  from  which  the 
whole  poem  took  its  name.  Then  follow  advices  on  coast- 
trading  (618-94),  and  a  calendar  of  lucky  and  unlucky  days 
(v.  765  to  the  end).  In  addition  to  these  principal  parts,  there 
are  three  remarkable  episodes — that  of  Pandora  (47-105) ;  that 
which  immediately  follows,  on  the  Five  (or  Four?)  Ages  of 
Man  ;  and,  lastly,  the  picturesque  description  of  winter  (524- 
58),  which  many  of  the  Germans  consider  a  very  late  and 
Ionic  addition  to  the  grave  soberness  of  the  Works,  breathing 
a  spirit  of  levity  and  of  display.  In  these  three  episodes, 
Perses  is  not  addressed,  nor  is  he  mentioned  in  the  calendar. 
This  latter  portion,  especially,  which  consists  of  brief,  discon- 
nected sentences,  shows  evidence  of  much  interpolation,  though 
it  is  impossible  to  expose  it.  As  to  the  larger  episodes  opinions 
vary  considerably,  each  of  them  being  attacked  and  defended 
by  able  scholars.  The  proverbial  character  of  the  whole  com- 
position is  clear  from  (a)  its  many  short  and  disconnected 
sentences,  which  are  in  one  passage  (vv.  300,  sq.)  only  strung 
together  because  of  the  recurrence  in  them  of  the  root  Ipy  in 
various  forms.2  This  attention  to  sound  has  been  shown  to 
exist  all  through  the  Hesiodic  poems  by  Gottling,  in  the  form 
of  (/3)  alliteration.  Many  of  the  successive  advices  are,  further- 
more, plainly  (y)  inconsistent,  as  is  always  the  case  with  pro- 
verbial collections  of  wisdom. 

On  my  theory,  this  question  of  genuineness  will  assume  a 
somewhat  different  form.   The  Hesiod  of  the  seventh  century — 

1  The  strictly  ethical  parts  are  vv.  11-46,  202-47,  274-3S2,  708-64.  I 
quote  from  the  text  of  Gottling,  who  also  gives  this  analysis. 

2  The  same  peculiarity  is  to  be  observed,  however,  without  any  such 
cause,  or  without  the  word  being  of  much  importance,  in  the  Homeric  Hymn 
to  Aphrodite  (6-16).     Cf.  Gottling's  Preface,  p.  33. 
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bringing  together  older  materials,  loosely  and  without  strict  lo- 
gical nexus — would  not  be  very  nice  in  selecting  fragments  of 
precisely  the  same  age  and  character  ;  he  would  naturally  adorn 
the  dry  and  sour  apophthegms  of  the  Boeotian  farmers  with  epi- 
sodes of  semi-ethical,  semi-mythological  import.  The  descrip- 
tion of  winter  is  most  likely  his  own,  and  a  most  natural  descrip- 
tion for  any  man  who  remembered,  or  had  heard  of,  the  splendid 
climate  of  Asia  Minor,  and  who  suffered  from  the  severity  of 
his  adopted  home.  But  the  search  after  special  interpolations 
is  rather  a  matter  of  caprice,  and  of  ingenuity,  than  of  literary 
history  ;  and  I  therefore  refer  the  reader  to  the  special  tracts 
on  the  subject.1 

§  81.  The  general  character  of  the  Works  is  that  of  a 
shrewd  and  somewhat  mean  society,  where  private  interest  is  the 
paramount  object,  and  the  ultimate  test  of  morals  ;  but  where 
the  poor  and  undefended  man  sees  plainly  that  religion 
and  justice,  however  in  themselves  respectable,  are  of  value 
as  affording  his  only  chance  of  safety.  The  attainment  of 
comfort,  or  of  wealth,  seems  the  only  object  in  view— the 
distrust  of  kinsmen  and  friends  seems  widely  spread — the 
whole  of  the  social  scheme  seems  awry,  and  in  a  decaying 
condition.  All  the  faults  of  the  Greek  character,  which  come 
out  so  strongly  in  after  history,  are  there,  and  even  obtrusive. 
The  picture  of  the  Iron  Age  (vv.  180,  sq.)  contains  every  one 
of  the  features  so  striking  in  Thucydides'  famous  picture  (iii. 
82)  of  the  fourth  century  Greeks.  Nevertheless,  the  poet 
strongly  asserts  the  moral  government  of  the  world,  and  his 
Zeus  is  an  All-wise  and  All-knowing  Ruler,  far  removed  from 
the  foibles  and  the  passions  of  the  Homeric  type.  While  he 
mentions  the  usual  evils  of  poverty — mendicancy  and  nightly 
thieving — it  is  remarkable  that  he  never  alludes  practi- 
cally to  the  horrors  of  war,  or  the  risk  of  slavery,  from  either 

1  Viz.  :— A.  Twesten,  Comm.  Crit.  de  0.  et  D.  (Kil.,  18 15). 

F.  Thiersch,  De  Gnom.  Carm.  Grac.   (Abh.  Bair.  A/cad.  iii.  p.  391). 

C.  Lehrs,    Question* s  Epicce  (Konigsberg,  1837). 

T.  L.  Heyer,  De  Hcs.  O.  ct  D.  (Schwerin,  1848). 

J.  Hetzel.  DeCarm.  lies.  Disp.  (Weilburg,  i860). 

A.  Steitz,  Die  Werke,    C-rc,  des  Hesiodos  (Leipzig,  1869). 
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this  cause  or  from  piracy.  It  is,  indeed,  doubtful  whether  any 
of  the  farm-servants  mentioned  are  slaves,  and  not  rather  hired 
labourers,  working  for  the  owner  of  a  freehold  farm.1 

The  poetical  merit  of  the  work  has  generally  been  under- 
estimated, owing  to  a  tacit  comparison  with  Homer.  In  the  epi- 
sodes on  the  Ages  of  Man,  and  the  description  of  winter,  there 
is  much  fine  and  vigorous  painting,  and  even  in  the  homely 
parts  there  are  quaint  and  happy  thoughts,  expressed  in  terse 
and  suitable  words.  I  would  specially  point  to  the  picture  (v. 
448)  of  the  farmer  hearing  the  annual  scream  of  the  crane  in 
the  clouds,  and  feeling  a  pang  at  his  heart  if  he  has  no  oxen  to 
begin  his  ploughing.2 

There  is  no  advice  upon  wheat -growing,  and  little  on  vine- 
yards, though  the  making  of  wine  is  assumed  as  an  ordinary 
thing  among  the  Boeotian  farmers  (vv.  61 1-4)  ;  nor  is  there  a 
word  about  horses,  which  were  kept  only  by  the  nobles.     The 

1  I  have  no  doubt  about  the  meaning  of  the  disputed  lines  (600,  sq.)  : 

avrap  iirrjv  Sr] 
iravTa.  fiiov  Karddrjai  iirdp/nevov  tvdodt  oIkov, 

6r)TCL  T    UOIKOV  TTOlUffOcU,    Ka\  &TSKVOV  (pldoV 

Si^eaOai  KeAo/xar  xa^inV  8'  viroiropTis  ZpiQos. 

Most  of  the  Germans  translate,  '  Procure  a  day-labourer  who  has  no  house 
[and  family],'  and  as  they  cannot  see  why  such  a  servant  should  be  sought 
when  the  main  work  is  over,  they  proceed  to  strike  out  the  lines,  or  transfer 
them  elsewhere.  This  seems  to  me  a  good  instance  of  rash  scepticism. 
Ilesiod  throughout  supposes  that  the  farmer  has  one  or  more  farm-servants 
(cf.  vv.  441,  503,  60S).  There  is  always  work  to  be  done,  as  appears 
from  the  succeeding  verses.  The  line  must,  therefore,  be  taken  strictly  with 
the  preceding,  and  rendered,  '  When  you  have  brought  all  your  stores  into 
the  house,  you  must  turn  your  man-servant  out  of  it,  and  look  out  for  s» 
woman  servant  (who  still  sleeps  within)  who  has  no  child  to  feed.'  The 
repetition  of  oIkos,  which  here  means  barn,  is  quite  conclusive,  and  so  is  the 
different  verb  used  for  the  change  of  residence  in  one  servant,  and  the  pro- 
curing of  another.  This  proceeding  is,  furthermore,  recommended  at  the 
beginning  of  the  hot  weather,  when  sleeping  in  the  open  air,  or  under  any 
natural  shelter,  is  in  the  climate  of  Greece  no  hardship,  and  not  unusual. 

2  The  terms  (pepeoiKos,  rj/j-epoKoiTos,  -kzvto^os,  avScrreos,  are  noted  by  the 
commentators,  with  a  few  similar  formations  in  /Eschylus,  as  evidences  of 
what  they  consider  an  oracular  or  religious  style. 
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absence  of  all  advice  on  manuring  struck  even  the  Romans,1  and 
can  hardly  be  explained  by  the  causes  which  permit  the  same 
omission  in  the  present  farming  of  Bceotia,  where  the  popula- 
tion is  so  sparse  that  the  land  is  not  occupied,  and  the  hus- 
bandman can  shift  his  crop  yearly  to  a  piece  of  ground  which 
has  lain  fallow  the  previous  season.  Such  a  state  of  things 
could  hardly  have  escaped  mention  through  so  many  details 
as  we  find  in  the  Works. 

§  82.  The  T/ieogony,  also  called  the  Genealogy  of  Hesiod, 
and  really  an  abstract  of  cosmogony,  was  acknowledged  by 
all  antiquity,  including  Heracleitus  and  Plato,  as  the  work 
of  Hesiod,  until  it  was  called  in  question  by  Pausanias,  who 
states  that  the  Boeotians  about  Helicon  admitted  the  genuine- 
ness of  the  Works  only,  excluding  the  preface.  He  himself,  in 
various  places,  adopts  this  opinion  as  his  own,  but  his  reasons, 
or  those  of  his  authorities,  are  nowhere  given.  It  seems  very 
remarkable  (as  Gottling  notes),  that  in  the  list  of  Greek  rivers 
no  mention  is  made  of  any  Boeotian  rivers,  even  of  the  Cephis- 
sus,  which  is  an  important  stream,  and  which  was  mentioned 
repeatedly  in  other  poems  attributed  to  Hesiod.2  Thus  the 
special  legends  of  Bceotia  would  seem  strangely  neglected  by 
its  national  poet. 

A  careful  comparison  of  the  two  poems  will,  however, 
incline  us,  if  we  abandon  the  preface  of  the  T/ieogony,  along 
with  that  of  the  Works,  to  pronounce  both  poems  the  work  of 
the  same  author.  The  subjects  are  so  diverse  that  constant 
similarities  are  hardly  to  be  expected.  Nevertheless,  Steitz 
has  carefully  collected  3  so  many  natural  and  undesigned  like- 
nesses in  expression,  as  almost  to  persuade  himself,  in  spite 
of  his  very  sceptical  turn  of  mind.  There  are,  in  addition, 
whole  passages  of  still  stronger  resemblance.  The  story  of 
Prometheus  and  Pandora  is  told  in  both  poems,  but  with 
such  variations  that  it  is  not  possible  to  determine  which  is 
the  original,  so  that  we  must  regard  them  as  independent 
copies  of  an  older  account.     There  is  added  in  the   Theogofiy 

1  In  Xenophon's   Giconomiais  this  essential  point  is  duly  discussed, 

2  Cf.  vv.  343,  sqq.  ;  fragg.  201-3,  Gott. 

3  Op.  cit.  pp.  37,  sq. 
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a  satirical  picture  of  the  female  sex,  which  is  exactly  in  the  tone 
and  spirit  of  the  Works.  Both  poems  further  agree  in  their 
piecemeal  character,  and  seem  to  be  the  production  of  the 
same  sort  of  poet — a  man  of  considerable  taste  for  collecting 
what  was  old  and  picturesque,  but  without  any  genius  for  com- 
posing from  his  materials  a  large  and  uniform  plan. 

These  general  features,  when  corroborated  by  the  tradition 
of  the  Greeks  so  far  back  as  Heracleitus,  seem  to  me  stronger 
than  the  objections  brought  by  modern  critics  from  contrasts 
rather  in  subject  than  in  style. 

There  seems,  in  fact,  an  argument  in  favour  of  unity  of 
authorship  from  the  very  contrast  of  subject.  The  Works,  a 
purely  ethical  and  practical  poem,  intentionally  avoids  theology, 
and  treats  of  the  Deity  in  the  vaguest  and  broadest  sense,  as  a 
single  consistent  power,  ruling  the  world  with  justice.  The 
loves  and  foibles  of  the  gods,  as  portrayed  in  Homer  and  the 
Hymns,  are  evidently  distasteful  to  the  poet,  and  opposed  to 
his  notions  of  pure  and  practical  ethics.  In  his  second  poem, 
on  the  contrary,  he  goes  at  length  and  in  detail  into  the  wars, 
alliances,  and  other  relations  of  the  gods,  but  distinctly  in  the 
sense  of  a  cosmogony,  not  as  the  prototype  of  a  human  society. 
The  violences  which  Homer  attributed  to  the  gods,  as  beings 
of  like  passions  with  men,  are  felt  vaguely  but  strongly  by 
the  poet  of  the  Theogony  to  be  great  convulsions  of  physical 
nature — such  as  the  early  eruption  of  ./Etna,  which  he  pictures 
under  the  form  of  the  revolt  of  Typhosus  against  Zeus  (vv.  820, 
sq.).  We  can  conceive  him  then  composing  the  Theogony 
as  a  sort  of  supplement  to  the  Works ;  but  a  supplement 
already  showing  the  changing  attitude  of  Greek  religion,  by 
which  it  was  ultimately  dissociated  from  ethics,  and  gradually 
reduced  to  a  mere  collection  of  dogmas  and  of  ritual. 

§  83.  The  poem  begins  with  115  lines  of  invocations  to  the 
Muses,  which  are  not  well  put  together,  and  show  clear  traces 
of  being  a  cento  from  various  older  Procemia,  or  introductory 
Hymns,  but  which  contain  many  passages  of  considerable 
beauty.  The  personal  passage  about  Hesiod  himself  (vv. 
22-35)  has  been  very  generally  suspected  by  the  critics,  but 
assuredly  represents  a  very  old  tradition,  that  he  was  a  shepherd 
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on  the  slopes  of  Helicon.  The  Boeotian  Muses  here  distinctly 
contrast  the  lying  epics  of  the  Ionic  bards  with  the  sober  truth 
of  the  school  of  Helicon  (26-7).  There  is  a  very  interest- 
ing panegyric  on  Calliope  (79-93),  in  which  the  eloquence 
which  she  bestows  on  princes  is  specially  brought  out  as  a 
great  power  in  politics  and  lawsuits.  If  there  were  any  allusion 
to  the  Muses  as  three  (not  as  nine),  I  should  be  more  ready  to 
agree  with  the  German  critics  who  regard  these  fragments  of 
Hymns  as  very  old  Boeotian  poetry. 

After  this  introduction  the  poet  approaches  the  genealogies 
of  the  gods,  from  primeval  chaos  downward  till  we  come  to 
demigods  and  heroes.  The  subject  is  very  dry,  and  the  crowds 
of  names  make  the  poem  spiritless  and  dull  as  a  whole,  but 
there  are  frequent  passages  of  strange  power  and  beauty 
scattered  everywhere  through  it.  The  famous  passage  de- 
scribing the  Styx  shows  the  poet  to  have  known  and  appreci- 
ated the  wild  scenery  of  the  river  Styx  in  Arcadia.1  The 
description  of  Sleep  and  Death  which  immediately  precedes 
is  likewise  of  great  beauty.  The  conflict  of  the  gods,  and 
Titans  (655,  sq.)  has  a  splendid  crash  and  thunder  about  it, 
and  is  far  superior  in  conception,  though  inferior  in  execution, 
to  the  battle  of  the  gods  in  the  Iliad.  The  same  may  be 
said  of  the  struggle  between  Zeus  and  Typhosus.  At  the  end 
of  the  legend  of  Pandora  a  satirical  description  of  the  female 
sex  is  foisted  in,  which  differs  widely  in  character  from  the  sub- 
ject of  the  poem,  and  is  closely  allied  to  the  extant  fragments 
of  Simonides  of  Amorgos,  and  his  school.  This  passage,  if 
genuine,  would  show  how  the  poet  ill  concealed  a  shrewd  and 
bitter  temper,  in  performing  what  may  have  been  an  ungrateful 
task,  and  how  the  age  of  iambic  satire,  and  of  reflective  elegy, 
had  already  commenced.2  Some  parts  of  the  conclusion  have 
been  tampered  with,  especially  where  Latinus  and  the  Tyrrhe- 
nians are  mentioned,  for  though  Strabo  holds  that  Hesiod 
knew  Sicily,  which  supports  the  theory  that  he  lived  after  the 
settlement  of  that  island  by  the  Greeks  about  700  B.C.,  it  is 

1  vv-  775,  sq.  This  M.  E.  Burnouf,  a  most  competent  observer,  testi- 
fies (Lit.  grecqite,  i.  p.  131). 

2  vv.  590,  sq.     There  are  foretastes  of  this  in  the  Works,  vv.  701,  sq. 
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absurd  to  foist  upon  him  any  statement  about  the  descent  of 
Latinus  from  Ithacan  parentage. 

§  84.  Very  little  need  here  be  said  of  the  remaining  poem 
of  480  lines,  attributed  to  Hesiod,  the  so-called  Shield  of 
Heracles.  It  begins  with  an  account  of  the  birth  of  Heracles 
and  Iphitus,  then  passes  to  the  conflict  of  Heracles  and  Iphitus 
with  Ares,  and  an  elaborate  description  of  the  shield,  from 
which  the  poem  takes  its  name.  It  will  be  observed  that 
the  hero  Heracles  is  not  yet  described  as  armed  with  a  mere 
club  and  lion's  skin,  but  wears  the  same  panoply  as  his 
fellows.  The  poem  was  probably  intended  for  recitation  at  a 
contest,  and  seems  to  be  one  of  the  latest  of  the  productions'  of 
the  epic  age.  Its  genuineness  was  doubted  by  the  Alexandrian 
critics,  especially  Aristophanes,  and  by  Longinus,  and  they 
noted  that  the  first  fifty-six  lines,  which  begin  abruptly  with 
?*/  o'lrj,  were  to  be  found  in  the  fourth  book  of  the  Eoice,  or 
Catalogue  of  famous  women  (attributed  to  Hesiod),  where  they 
would  naturally  appear  in  the  history  of  Alcmena.  But  the 
third  preface  or  vttuOevic,  after  stating  these  facts,  adds  that 
Megacles  (probably  Megacleides),  the  Athenian,  while  censur- 
ing the  merit  of  the  poem,  knew  it  to  be  genuine.  It  says  that 
Apollonius  Rhodius  supported  it  on  internal  evidence,  as  of 
the  same  authorship  with  the  Catalogue,  and  lastly  that 
Stesichorus  ascribes  it  to  Hesiod.  This  last  authority  would  be 
decisive,  did  we  not  suspect  the  writer  of  the  preface  of  haste 
or  inaccuracy.1 

It  has  been  clearly  shown  by  O.  M tiller,  that  while  the 
shield  of  Achilles  in  II.  2  is  a  mere  fancy  picture,  the  shield  of 
Heracles  is  described  from  actual  observations  of  plastic  produc- 
tions, and  even  of  favourite  subjects  which  are  still  extant  on 
vases.     While  this  must   lower  the  date  of  the  poem,  it  in- 

'  GSttling,  who  divides  the  poem  into  three  distinct  parts — the  oldest, 
taken  from  the  Catalogue  of  Women,  vv.  1-56  ;  the  second,  also  old,  57- 
140  and  317-480;  and,  lastly,  the  far  later  description  of  the  Shield, 
141-317— thinks  that  Stesichorus  may  have  quoted  (in  his  Cycmis)  from  the 
second  part  as  a  work  of  Hesiod's,  and  that  some  of  it  may  really  be  such. 
This  would  not  establish  the  present  poem  to  be  genuine,  but  would  admit 
in  it  old  fragments  of  the  real  Hesiod — a  most  reasonable  hypothesis. 
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creases  our  sense  of  the  inferiority  of  the  imitator,  who  could 
not,  with  Homer  and  with  actual  plastic  reliefs  before  him, 
imagine  a  more  harmonious  piece  of  work.  Almost  all  the 
perfections  of  the  grouping  in  the  Iliad  are  lost,  and  the  terrible 
and  weird  are  substituted  for  the  exciting  and  picturesque  in 
Homer.  Had  we  lost  the  Iliad,  we  should  doubtless  admire 
many  of  its  features  in  the  copy,  but  fortunately  we  are  not  re- 
duced to  this  extremity.  One  passage  about  the  tettix,  though 
not  very  apposite,  has  great  merit.1 

It  should  be  added,  as  regards  its  ascription  to  Hesiod, 
that  it  resembles  botli  the  Works  and  Theogony  in  a  great 
many  expressions  and  phrases,  which  are  collected  by  Steitz  in 
the  work  above  cited.  It  seems  therefore,  that  with  the  hint 
concerning  Stesichorus  before  us,  we  must  concede  to  such 
conservative  critics  as  choose  to  assert  its  authenticity,  that 
their  case  is  not  hopeless. 

§  85.  We  turn  for  a  moment  to  the  extant  fragments  of 
other  works  attributed  to  Hesiod. 

Of  these  Gaisford  and  Dindorf  collected  a  great  many,  and 
by  the  labours  of  Marckscheffel,  Gottling,  Lehmann,  and  Her- 
mann, the  number  has  been  raised  to  above  200,  if  we  include 
mere  allusions  in  scholia  and  commentators.  As  literature, 
they  have  to  us  no  value,  and  will  never  be  read,  as  the  frag- 
ments of  the  tragic  poets  may  be,  for  their  own  sake.  Their 
general  character  is  quite  Hesiodic,  that  is  to  say,  they  treat  of 
lists  of  gods  and  heroes  in  a  partly  genealogical,  partly  epical, 
way.  They  contain  a  perfect  mine  of  mythological  lore,  and 
give  the  legends  and  stories  of  peoples  far  beyond  the  range  of 
the  ordinary  Hellenic  world,  so  that  their  composition,  gene- 
rally speaking,  cannot  fall  before  the  epoch  of  extended  Greek 
colonisation.  Though  it  is  false  that  Homer  and  Hesiod 
made  the  religion  of  the  Greeks,  in  the  sense  of  establishing 

'  vv.  393-9  : 

ilixos  Se  x\oep£  Kvaviirrepos  ^xeVa  t6tti| 
ofo  £(f>e£6fievos,  Gepos  avOpwiroiaiv  o.eiStii> 
Spheral,  (ji  Te  irocris  Kal  fipuxris  OrjAvs  eepffr], 
kol'l  re  iravrifi4pi6s  re  Kal  riyos  x6e£  avSr/v 
iSei  tV  alvorarcf,  ott6t€  xP^a  2eipios  o£e<. 
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gods  and  cults,  or  in  altering  any  old  local  worships,  it  seems 
that  Hesicd  especially  did  give  to  the  later  literary  Greeks  a 
Summa  Theologice,  to  which  they  referred  for  the  origin  and 
relationships  of  gods  and  heroes. 

This  is  especially  true  of  (i)  the  Catalogue,  in  three  books, 
to  which  was  joined  the  Great  Eoiai  (?)  oh)),  or  Catalogue 
of  Women,  in  two  more  books,  generally  quoted  as  an  inde- 
pendent work.1  The  Catalogue  was  a  sort  of  Greek  Peerage, 
and  gave  the  family  trees  and  relationships  of  the  principal 
Greek  heroes,  so  showing  the  parentage  of  the  ^Eolic  and  Doric 
nobility.  We  have  a  fair  idea  of  the  fourth  book  from  the 
fragment  preserved  at  the  opening  of  the  Shield  of  Heracles. 
The  date  of  the  Eoiai  cannot  be  determined  more  accurately 
than  by  the  allusions  quoted  from  it  (a)  to  the  nymph  Cyrene, 
probably,  therefore,  after  the  founding  of  that  colony ;  that  of 
the  Catalogue  by  allusions  (/3)  to  the  Sicilian  Ortygia,  and  (y) 
to  the  fable  of  Io,  which  Kirchhoff  thinks  to  have  come  into 
vogue  about  01.  30.  But  all  these  inferences  are  very  uncertain. 
(2)  The  Aiyifiiog  attributed  by  most  people  to  Hesiod,  but  by 
some  to  Cercops  the  Milesian,  was  a  poem  on  the  war  of 
./Egimius,  King  of  the  Dorians,  with  Heracles  as  his  ally, 
against  the  Lapithae.  It  seems  to  have  been  mainly  intended 
to  bring  the  Doric  conquerors  of  the  Peloponnesus  into  rela- 
tion with  Heracles,  through  their  chiefs,  who  boasted  of  their 
descent  from  him.  (3)  The  Kj/vkoc  yu^oQ  was  also  a  poem  in- 
troducing Heracles  as  a  leading  character,  and  celebrating  his 
exploits.  (4)  The  MeXa/uTrocia  was  about  Melampus,  Teiresias, 
Calchas,  and  other  famous  prophet-priests,  and  may  have  con- 
tained some  account  of  the  history  of  prophecy. 

§  86.  It  was  evidently  owing  to  this  poem  that  its  supposed 
author,  Hesiod,  was  considered  the  forerunner  of  the  Orphic 
mystical  school.  Of  his  successors  in  this  direction  we  have, 
besides  Orpheus,  Eumolpus,  Musasus,  and  Epimenides,  but  to 
us  these  are  mere  names.  In  the  genealogical  and  mythological 
direction,  we  have,  similarly,  the  Laconian  Kinaethon,  Asius, 
Chersias  of  Orchomenus,  the  Corinthian  Eumelus  (KopivOiciKu), 

1  In  Locris,  the  probable  home  of  this  poem,  the  importance  of  female 
ancestry  (the  primitive  Mutterrccht)  long  survived.   Cf.  Bcrgk,  LG.  i.  p.  1002. 
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the  anonymous  authors  of  the  Nau7rau-ia  e-n-rj,  'ApyoXtna,  and 
the  Qoputvic,  and  others  who  were  not  apparently  in  any  con- 
tact with  the  Ionic  epic,  but  Hesiodic  in  character. 

The  'Apifjacnreia  by  Aristeas  of  Proconnesus  was,  on  the 
contrary,  a  collection  of  fantastic  fables  about  nations  and 
countries  beyond  the  knowledge,  but  within  the  rumour  and 
the  imagination,  of  the  early  Ionic  adventurers  into  strange 
seas  and  coasts.  There  was,  indeed,  a  supposedyb//;v;^y  round 
the  world,  or  y>7c  irepiodoc,  ascribed  to  Hesiod,  but  probably  of 
later  origin.1  A  few  lines  are  also  preserved  of  the  Xelpwvos 
vttoMikcu,  a  set  of  moral  instructions  supposed  to  be  given  by 
Cheiron  to  Achilles,  and  which  Quintilian  says  were  thought  He- 
siod's  till  pronounced  spurious  by  Aristophanes  of  Byzantium.2 

§  87.  It  remains  to  give  a  short  sketch  of  the  external  his- 
tory of  the  Hesiodic  poems  through  antiquity,  and  down  to 
our  own  day.  It  is  very  hard  to  say  whether  the  strong  family 
likeness  in  Archilochus  to  Hesiod  arises  from  a  similarity 
in  tone  and  style,  or  from  direct  contact.  The  extant  frag- 
ments are  not  sufficient  to  prove  the  latter,  which  would  throw 
back  Hesiod  to  an  earlier  date  than  I  am  disposed  to  accord 
him.  But  if  he  were  an  earlier  contemporary,  and  living  in  a 
parallel  state  of  things,  general  similarities  might  be  expected. 
Archilochus  told  beast  fables  like  that  in  Hesiod.  He  unjustly 
reviles  3  the  climate  of  Thasos  and  its  barrenness,  in  contrast 
to  the  valley  of  the  Siris,  just  as  Hesiod  censures  the  rich 
Bceotia,  as  compared  with  Kyme.  But  there  is  no  proof  of 
borrowing.  The  same  may  be  said  as  regards  Simonides  of 
Amorgos,  whom  the  critics  place,  doubtfully,  in  the  middle  of 

1  It  is  cited  by  Strabo,  vii.  p.  302,  and  there  is  also  an  astronomy, 
cited  by  Plutarch  and  Pliny. 

2  Of  all  these  fragments  there  are  several  collections,  of  which  those  by 
Diintzer  (Koln,  1840-41),  by  Marckscheffel  (Lips.  1840,  which  also  con- 
tains the  fragments  of  the  other  authors  above  alluded  to),  by  Gottling  (ap- 
pendix to  his  Hesiod,  ed.  2,  Gotha,  1843),  and  by  F.  S.  Lehrs  (in  the 
Didot  Corpus  Epicorum,  Paris,  1862),  are  all  to  be  recommended,  the  last 
being,  of  course,  the  fullest  and  best.  The  old  lists  of  the  works  ascribed 
to  Hesiod  are  found  in  Pausanias,  ix.  31,  5,  and  in  Suidas,  art.  'HaioSos ; 
they  contain  a  few  additional  titles  to  those  I  have  mentioned. 

3  Cf.  above,  p.  97,  note. 
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the  seventh  century  B.C.,  and  contemporary  with  Archilochus. 
Here,  again,  there  are  strong  family  likenesses  to  the  Works; 
but  the  only  passage  (in  the  Theogony)  which  could  be  sup- 
posed the  direct  model  of  Simonides'  satire  on  women  is  de- 
cidedly an  interpolation  in  Hesiod,  and  its  use  of  the  bee  (in 
an  opposed  sense  to  that  of  Simonides)  for  the  working  men, 
with  drones  for  the  women,  seems  to  me  plainly  a  satiric  cor- 
rection of  Simonides,  and  composed  after  his  famous  poem. 

We  know  nothing  whatever  of  Kerkops,  who  is  mentioned 
as  Hesiod's  earliest  follower  and  rival,  nor  is  there  any  real 
evidence  of  Terpander  having  been  such.  In  the  extant  lyric 
and  elegiac  fragments  no  certain  trace  appears  till  Alcaeus, 
whose  frag.  39  is  a  most  distinct  copy  of  Hesiod.  So  likewise 
the  resemblances  in  Theognis  are  far  more  than  general,  and  it 
seems  undeniable  that  in  the  middle  of  the  sixth  century  the 
poems  of  Hesiod — at  least  the  Works — were  well  known  and 
circulated. 

Acusilaus  is  mentioned  by  Plato,  J  osephus,  and  a  schol.  on 
Apollonius  Rhodius,  as  a  commentator  or  prose  paraphrast 
of  the  Theogony.  Bernhardy  supposes  him  to  have  been  a 
Peloponnesian  theologian,  who  collected  genealogies  and  cos- 
mogonies, and  arranged  them  after  the  manner  of  Hesiod,  but 
in  prose.  But  we  are  left  quite  in  the  dark  by  our  authorities 
concerning  him. 

Most  critics  refer  to  the  same  epoch  an  old  poem  on 
the  Contest  and  the  Origin  of  Homer  and  Hesiod,  which  is 
largely  quoted  in  the  extant  tract  of  that  title. 1  This  poem 
seems,  at  any  rate,  to  have  originated  in  those  days  when  the 
gnomic  and  sententious  Boeotian  school  had  obtained  a  greater 
popularity  than  its  Ionic  rival.  The  scene  is  laid  at  the  con- 
test of  Chalcis,  and  the  author  aims  at  proving  that,  although 
Hesiod  was  declared  victor,  Homer  was  far  the  greater  poet — a 
needless  task.  But,  as  we  shall  see  presently,  the  very  existence 
of  such  a  poem  is  denied  by  the  most  recent  critic,  Nietzsche. 

Shortly  before  and  after  the  times  of  the  Persian  wars, 

1  Printed  at  the  end  of  Gottling's  and  Lehrs'  editions  of  Hesiod  ;  and 
more  recently,  with  great  critical  care,  in  the  Acta  Soc.  Phil,  of  Leipzig, 
vol.  i.  pp.  I,  sq.,  by  F.  Nietzsche. 
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Xenophanes,  and  then  Heracleitus,  attack  him — the  first  for 
his  immoral  teaching,  along  with  Homer,  about  the  doings  of 
the  gods  (Theogony  and  Catalogue) ;  the  second  for  idle  learn- 
ing on  the  same  profitless  subject. 

It  seems  that  he  was  subjected  to  some  critical  revi- 
sion, about  this  time,  by  the  commission  of  Peisistratus,  for 
Plutarch  {Theseus,  c.  20)  mentions  a  verse  which  was  then  re- 
moved. Whether  the  poems  had  been  hitherto  preserved  by  a 
school  of  Hesiodic  rhapsodists,  is  not  sufficiently  clear.  It 
is  certain,  however,  that  they  were  recited  at  poetical  con- 
tests, and  in  early  days  without  musical  accompaniment,  for 
Pausanias1  criticises  a  statue  of  Hesiod  with  a  lyre  on  his  knees 
as  absurd,  seeing  that  he  sang  with  a  bay  branch  in  his  hand. 
This  was  in  contrast  to  the  Ionic  rhapsodising.2  These  op- 
posed methods  were  not  strictly  adhered  to  in  after  times, 
and  were  even  occasionally  reversed. 

But  in  Attic  days  Hesiod  attained  a  widespread  popularity 
as  an  author  of  moral  instruction  for  the  use  of  schoolmasters 
and  parents.  The  Greeks,  indeed,  always  regarded  the  Works 
as  an  ethical  treatise,  while  the  Romans  laid  more  stress 
on  its  agricultural  side.  Plato  constantly  alludes  to  Hesiod, 
and  quotes  him,  not  very  accurately,  as  an  authority  in  morals 
and  in  theology.  He  is  similarly  cited  by  Xenophon.  So 
thoroughly  was  this  recognised  that  the  comic  writers  brought 
him  on  the  stage  as  the  ideal  of  an  old-fashioned  schoolmaster, 
full  of  cut-and-dry  moral  advices.  The  philosophers  who  suc- 
ceeded Plato,  especially  the  Stoics  Zeno  and  Chrysippus,  made 
him  the  subject  of  criticism ;  and  Epicurus  is  said  to  have  got 
his  first  impulse  towards  philosophy  from  reading  the  Theogony. 
The  same  story  is  told  of  Manilius,  the  Roman  poet, 

1  ix.  30,  2  :   eVi  pd&Sov  hd(pvt]s  pSer. 

2  Pausanias  (x.  7,  6)  tells  us  a  story,  that  Hesiod  was  excluded  from 
contending  at  the  Pythian  games,  because  he  had  not  been  taught  to  play 
the  lyre  along  with  his  singing.  But  when  he  adds  that  Homer  also  was 
unsuccessful,  because  his  training  in  the  art  could  not  be  perfected  owing 
to  his  want  of  sight,  he  seems  to  repeat  the  stories  of  the  time  when  the 
richer  and  more  elaborate  lyric  poetry  came  to  look  upon  the  old  epic 
recitation  as  bald  and  poor. 
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Philologically,  the  works  of  Hesiod  excited  the  same  sort  of 
interest  as  those  of  the  Ionic  epic  poets,  but  in  a  lesser  degree. 
We  still  have  scanty  traces  of  the  critical  notices  of  Zenodotus, 
Aristophanes,  and  Aristarchus ;  of  Apollonius  Rhodius,  of 
Crates,  and  of  Didymus  ;  in  fact,  of  almost  all  those  whose 
names  are  found  in  the  Homeric  scholia.  But  Plutarch,  as  a 
Boeotian,  wrote  a  special  treatise  in  four  books  on  Hesiod, 
which  the  remaining  fragments  show  to  have  been  both  critical 
and  explanatory,  with  discussions  of  an  antiquarian  and  patriotic 
character,  defending  the  poet  against  objectors.  His  work  was 
the  main  source  of  the  commentary  of  Proclus,  who  again  was 
copied  servilely  by  Tzetzes.  The  later  commentary  of  Manuel 
Moschopulos  is  still  extant,  and  completely  printed  in  the 
Venice  ed.  of  1537. 

§  88.  The  prose  tract,  T/ie  Contest  0/ Homer  and  Hesiod,  is 
the  work  of  some  rhetor  who  mentions  the  Emperor  Hadrian, 
but  its  date  is  not  further  fixed.  It  is  very  full  on  the  legends 
and  parentage  of  both  Homer  and  Hesiod.  The  antiquity  and 
authority  of  the  legends  told  in  this  tract  are  worthy  of  a  moment's 
discussion.  The  version  in  Plutarch's  Convivium  (cap.  x.) 
professes  to  give  Lesches  as  the  authority  for  the  contest,  and 
apparently  Lesches  the  cyclic  poet.  If  this  were  so,  the 
legend  is  old  and  of  good  authority,  and  as  such  is  accepted  by 
Gottling  and  other  editors  of  the  life  of  Hesiod.  But  the  stray 
citation  of  Lesches  in  the  middle  of  the  Plutarchian  narrative 
has  offended  modern  critics,  who  have  either  emended  the 
text,  or  considered  it  a  marginal  gloss  indicating  that  the 
immediately  following  lines  are  to  be  found  in  Lesches'  poem. 
Nietzsche  goes  further,  and  rejects  the  whole  Convivium  as 
spurious  and  not  by  Plutarch  at  all.  This  being  so,  there 
remains  no  older  authority  cited  in  the  dyiir  than  the  rhetor 
Alkidamas,  a  well-known  pupil  of  Gorgias,  who  will  be  con- 
sidered hereafter.  This  man  composed  a  treatise  called  tTjq 
(f>v(7E(0Q  Movaeluv,  On  mental  culture,  in  which  he  seems  to  have 
described  the  contest  of  Homer  and  Hesiod  to  show  that 
Homer  was  the  forerunner  of  Gorgias  in  rapid  improvisation 
and  extempore  reply.  Drawing  his  conclusions  from  slight 
and  to  me  insufficient  hints,  Nietzsche  infers  that  the  opening 
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part  of  Alkidamas'  book  contained  a  much  fuller  account  of  the 
contest  of  Homer  and  Hesiod,  from  which  the  author  of  our 
extant  aylov  abridged  his  narrative,  particularly  by  cutting 
down  the  citations.  When  Nietzsche  further  asserts  that  Alki- 
damas invented  the  whole  story  of  the  Contest,  and  that  to  him 
we  must  refer  all  our  legends  of  it,  he  goes,  I  think,  a  great  deal 
too  far.  The  passage  in  Hesiod's  Works  about  the  contest  at 
Chalcis  is  probably  older  than  Alkidamas,  even  if  interpolated, 
and  I  can  hardly  believe  that  this  alleged  contest  and  rivalry 
between  the  two  great  epic  bards  was  not  thought  of  till  the 
rhetor's  time.  But  it  is  very  likely  that  he  worked  up  the  old 
story  into  a  smart  rhetorical  form,  and  made  it  popular.  So  far 
he  may  have  been  the  chief  source  of  the  Contest  as  we  have  it. 

The  Contest  also  cites  Eratosthenes  the  Alexandrian,  who 
wrote  a  poem  called  'llaloloq  ?)  'AvnpivvQ  on  the  story  of  the 
poet's  death  ;  but  whether  he  differed  widely  from  Alkidamas, 
and  used  other  legends,  we  cannot  tell.  So  also  Aristotle  is 
said  to  have  mentioned  the  tomb  of  Hesiod  in  his  Polity  of  the 
Onhomenians,  but  here  again  we  have  only  a  stray  citation. l 

The  yiroQ  'llawcov,  generally  printed  as  a  preface  to  his 
works,  is  probably  a  mere  compilation  of  Joh.  Tzetzes,  from 
Proclus,  but  is  very  instructive,  like  the  aywv,  in  indicating  to 
us  what  materials  were  still  at  hand  in  that  epoch. 

§  89.  Bibliographical.  Passing  on  to  the  MSS.  left  us,  we  find 
a  very  great  number  of  copies  of  the  Works,  covered  with  scho- 
lia, and  often  with  illustrations  of  the  farming  implements,  but  not 
critically  valuable.  The  oldest  seems  to  be  the  Medicean  5,  ot 
the  eleventh  century  ;  then  the  Medicean  3  (Plut.  xxxii.  16),  ot 
the  twelfth.  The  rest  are  all'  fourteenth  and  fifteenth  century 
books,  generally  on  paper,  full  of  scholia  and  notes,  and 
variously  put  together  with  the  other  Hesiodic  works,  and  with 
Theocritus,  Nonnus,  the  pseudo-Pythagorea,  and  other  moral 
fragments.  The  MS.  copies  of  the  Theogony  and  Shield  are 
not  so  frequent,  and  none,  I  believe,  so  old  as  the  twelfth 

1  All  these  legends  have  been  classified,  with  little  positive  result,  by 
O.  Fried?l  in  Fleckeisen's  Jahrbiiclier  for  1879,  pp.  235,  sq.  ;  to  which  I 
refer  the  reader  for  elaborate  details.  There  is  also  a  paper  on  Hesiod's 
Life  by  G.  II.  Flach  in  Hermes  for  1874,  pp.  357,  sq. 
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century.  The  sort  of  collection  generally  found  in  the  MSS.  is 
well  reproduced  in  the  beautiful  Aldine  ed.  of  1495,  which, 
though  the  Works  were  brought  out  a  year  or  two  earlier  at 
Milan,  is  the  first  which  gives  the  whole,  and  is  the  Ed. 
princeps  for  the  rest  of  Hesiod.  It  contains  a  great  many 
other  authors,  and  even  stray  collections  of  proverbs.  The 
Juntine  eds.  of  15 15  and  1540  are  said  to  be  mere  copies  of 
the  Aldine.  That  of  Trincavelli  in  1537  gives  the  scholia  in 
full,  and  has  independent  merit.  Then  comes  the  great  edi- 
tion of  Stephanus  (1566),  and  a  very  complete  one  of  D. 
Heinsius.  Of  later  commentators  the  first  place  is  due  to 
Gaisford,  whose  Oxford  edition  is  admirable  from  its  fulness  of 
research  about  both  MSS.  and  scholia  (Porta  minores  Grccci, 
T814-20).  Next  may  be  mentioned  Gottling's  (2nded.  Gotha, 
1843),  the  most  convenient  for  the  ordinary  student;  and, 
lastly,  Mr.  F.  A.  Paley's,  which,  with  all  its  merits,  is  over- 
loaded with  very  questionable  notes  about  the  Digamma,1  and 
the  etymology  of  old  Greek  words.  The  best  complete  text  of 
the  poems  and  fragments  is  that  of  F.  S.  Lehrs  in  Didot's 
series  (2nd  ed.  1862).  There  are  endless  special  dissertations 
by  the  Germans,  which  are  enumerated  (up  to  187 1)  by  Bern- 
hardy.  Miitzell's  book  De  Emendatione  Theogonice  Hesiodece, 
Lips.,  1833,  is  praised  as  very  painstaking  and  complete.  An 
Index  Hesiodcus  was  published  at  Naples  in  1791  by  Ossorio 
di  Figueroa,  but  I  have  not  seen  it.  There  is  also  an  edition 
of  the  Theogony  by  F.  A.  Wolf  (1783). 

The  imitations  in  Virgil's  Georgics  are  too  well  known 
to  require  closer  description.  There  are  translations  into 
German  by  Voss,  and  Uschner,  and  into  French  by  Gin  and 

1  I  have  said  nothing  about  the  Digamma,  because  I  do  not  believe  its 
presence  or  absence  can  be  of  the  least  use  in  determining  the  genuineness 
or  spuriousness  of  any  line  in  Hesiod.  The  careful  researches  of  the  Ger- 
mans have  shown  that  it  is  present  or  absent  in  the  same  word  according 
to  the  exigencies  of  the  metre  ;  and  there  seems  really  evidence  for  the  fact 
that  the  Digamma  was  a  letter  which  could  be  arbitrarily  used  or  dispensed 
with  in  epic  poetry.  There  is  the  most  surprising  variation,  exactly  of 
the  same  kind,  though  without  metrical  reasons,  in  the  inscriptions  of  the 
same  towns.  I  will  not  deny  that  there  may  be  a  law  of  its  use,  but  so  far 
this  law  docs  not  seem  likely  to  be  discovered. 
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Bergier,  in  addition  to  the  Latin  hexameter  translations  of  the 
Italians,  N.  Valla,  and  B.  Zamagna,  in  the  fifteenth  century, 
and  the  early  French  one  of  Jacques  le  Gras  in  1586. 

As  to  English  translations,  I  cannot  find  any  mention  of 
more  than  three.  The  first  is  of  the  Works  only,  the  '  Georgics 
of  Hesiod,'  by  George  Chapman  (1618).  This,  like  all  Chap- 
man's work,  is  poetical  and  spirited,  but  often  very  obscure 
to  modern  readers,  though  it  constantly  cites  the  original  in 
foot-notes.  The  book,  which  was  very  scarce,  has  been  re- 
printed, with  other  of  Chapman's  translations,  by  J.  R.  Smith 
(London,  1858).  Next  we  have  the  work  of  Cooke  (1743), 
who  seems  unaware  of  Chapman's  translation,  and  who  gives 
us  a  pretentious  and  dull  rendering  of  the  Works  and 
Theogony  in  heroic  verse.  The  last  and  best,  and  the  only 
complete  translation,  including  the  Skidd,  is  that  of  Elton 
(2nd  ed.  1815),  who  knew  his  predecessors  well,  and  gives  us 
scholarly  renderings  of  the  Works  in  heroic  rhymes,  and  of 
the  other  two  poems  in  blank  verse.  Parnell's  Pandora,  or  the 
Rise  of  Woman,  is  a  free  imitation  of  the  corresponding  pair  of 
passages  in  Hesiod. 

§  90.  There  is  no  use  in  discussing  the  several  busts  and 
statues  of  Hesiod,  which  Pausanias  saw  and  describes  in  his  tour 
through  Greece.  It  need  hardly  be  stated  that  these,  like  the 
portraits  of  Homer,  were  mere  works  of  imagination,  and  have 
no  historical  claims.  There  are  five  epigrams  or  epitaphs  upon 
him  extant,  two  quoted  at  the  end  of  Tzetzes'  Greek  preface  to 
his  works,  and  stated  to  be  set  over  his  tomb  in  the  agora  of 
Orchomenus— one  of  them  ascribed  to  Pindar.  Three  others 
are  in  the  Anthology,  one  of  which,  by  Alcaeus  of  Messene,  has 
considerable  merit. 


§  91.  There  is  sufficient  evidence  of  the  antagonism  between 
the  Homeric  and  Hesiodic  rhapsodists  in  the  legend  of  the 
contest  of  the  poets,  and  we  may  even  infer  from  the  alleged 
victory  of  the  inferior  but  more  didactic  poet,  that  as  the 
audience  became  more  reflective,  and  as  they  came  to  regard 
the  poet  as  an  educator,  the  more  explicit  moral  purpose,  and 
the   plainer  preaching  of  the  Hesiodic  school,   came  to    be 

vol.  1. — 6 
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regarded  as  superior  to  the  mere  stimulating  of  the  sense  of 
honour  through  the  imagination  by  the  heroic  poems.  But  it 
might  have  been  easily  foretold  that  the  controversy  would  not 
stop  there,  and  that  as  philosophy  arose,  the  whole  system  of 
the  chivalry  of  Homer  and  the  Theogonic  dogmatism  of  Hesiod 
would  find  opponents  from  a  totally  different  platform.  It 
might  perhaps  even  have  been  anticipated  that  these  opponents 
would  choose  the  very  form  of  the  Ionic  epos  to  embody  their 
criticisms.  The  Golden  Verses1  ascribed  to  the  school  of  Pytha- 
goras, which  contain  the  condensed  morals  of  the  older  epics, 
even  were  they  genuine,  are  not  so  natural  an  outcome  of  the 
clever  restless  Greek  mind  as  the  making  of  objections  and 
exceptions. 

§  92.  These  found  their  earliest  spokesman  in  Xenophanes 
of  Colophon,  who  travelled  through  the  Hellenic  world  during 
most  of  the  fifth  century,  but  who  seems  to  have  formulated  his 
system  in  early  life,  and  to  have  disseminated  it  in  his  wanderings 
as  a  rhapsode,  in  opposition  to  those  who  were  reciting  the  old 
epics  at  every  festival  throughout  Greece.  Xenophanes  was 
indeed  a  poet  of  various  accomplishments,  and  we  have  ad- 
mirable fragments  of  his  elegiacs,  which  will  be  mentioned  in 
their  place,  as  well  as  a  few  iambic  lines.  But  these,  though  they 
show  the  independent  and  radical  spirit  of  the  man,  were  chiefly 
social  poems,  and  evidently  did  not  contain  his  main  philosophy. 
This  he  published  by  going  about  as  a  rhapsode,  and  reciting 
it  in  the  same  epic  form  as  the  poems  of  Homer  and  Hesiod. 
We  have  sufficient  remnants  to  show  that  he  systematically 
attacked  the  anthropomorphism  of  Greek  religion,  the  plurality 
and  conflicting  interests  of  the  gods,  and  that  he  asserted  the 
unity  and  purity  of  the  Deity.  But  the  allusions  of  such  critics  as 
Aristotle  prove  that  his  polemic  was  not  merely  theological,  and 
that  his  negative  criticism  was  associated  with  metaphysical 
speculations  on  the  unity,  not  only  of  the  Deity,  but  of  the 
world.  It  was  from  this  point  of  view  that  he  was  the  founder  of 
the  Eleatic  school,  as  he  lived  much  of  his  later  life  in  this 
Italian  city,  and  as  his  system  was  taken  up  and  developed  by 
his  great  pupil  Parmenides. 

1  Their  remains  are  printed  at  the  end  of  Gottling's  Hesiod. 


CH.  VII.  PARMENIDES.  123 

§  93.  If  we  could  trust  the  chronological  points  in  Plato's  dia- 
logues, Parmenides  was  sixty-five  when  Socrates  was  a  'very- 
young  man,'  perhaps  between  fifteen  and  twenty  ;  but  Plato 
cares  for  none  of  these  things,  and  looks  only  to  dramatic  and 
not  to  historical  propriety.  It  seems  more  likely  that  Parme- 
nides came  earlier,  perhaps  about  the  opening  of  the  fifth  cen- 
tury, and  he  still  adhered  in  philosophy  to  the  old  didactic  epic, 
which  had  been  consecrated  to  serious  teaching  by  Hesiod 
and  his  school.  But  it  is  evident  that  while  prose  composition, 
both  in  history  and  in  philosophy,  since  Hecataeus  and  Hera- 
cleitus  showed  the  way,  made  rapid  progress  among  the  Ionians 
of  Asia  Minor,  the  Greeks  of  Italy  and  Sicily  adhered  to  the 
poetic  form,  as  is  the  case  with  Empedocles,  who  wrote  even 
a  generation  or  two  later.  Thus  the  fact  that  Heiacleitus  had 
published  his  thoughts  in  prose  at  Ephesus  is  no  proof  that 
the  hexameter  poem  of  Parmenides  may  not  have  been  later  in 
date,  though  more  primitive  in  form.  We  fortunately  have  the 
opening  of  the  work  preserved  by  Sextus  Empiricus,  and  there 
is  no  doubt  that  it  combined  (like  the  poem  of  Empedocles 
copied  by  Lucretius)  remarkable  brilliancy  of  fancy  with  pro- 
fundity of  thought.1 

1  This  introduction  is  preserved  by  Sextus  Empiricus  \Adv.  Math.  vii. 
Ill)  : 

"Itvitoi  ral  fie  cpepovaty,  ocrov  r  eirl  6v/ibs  indvoi, 
ire/jLirov,  eirei  fi   is  odbv  fiT]o~av  TroKixprjfiov  ayovaai 
Aal/xovos  ?)  /caret  Ttivr   avrr)  (pepet  elSora  <pura' 
rf)  <pepo/J.y]v,  Tji  yap  fie  iroXvcppaffroi  (pepov  'iiriroi 
ap/itt  rtralvovaaf  Kovpai  5'  6Sbv  yyefiovevov 
'HAiaSes  Kovpat,  TtpoKnzovaai  Swfiara  vvkt6s, 
els  <paos,  wcrdfievai  Kparwv  airo  xeP"^  KaXinrrpas. 
vA|coj/  5'  iv  xvoty°~lv  'el  (Tvpiyyos  di/r^v 
alQofievos,  SotoTs  yap  iizelyero  Sivuroiat 
kvk\ois  dfKporepudev,  ore  cnrepxolaro  ireLiiretv. 
"'EvOa.  irvXai  vvkt6s  re  /cal  guards  elcri  tteXevdoiv, 
Koi  o~<pas  virepQvpov  dfi(pls  exei  Kal  Xaivos  oiiS6s, 
avral  5'  aidept  KtKKeivrai  fieyaXoHTi  Bvperpois 
tu>v  5e  Aucr?  TToXviroivos  exei  KArfiSas  aLioiPovs. 
r\\v  5e  irapcpdfievai  Kovpai  fia\aKo?<ri  Xoyoicn 
ireTcrav  eiruppabeuis,  ws  crcpiv  fiaAavuirbv  bxv°- 
inrrepevs  &treie  wXewv  airo-  ral  Se  Qvperpwv 
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Other  considerable  extracts  from  Parmenides  are  quoted  by 
Simplicius,  in  which  we  no  longer  find  the  theological  tone  of 
Xenophanes,  but  the  purely  metaphysical  treatment  of  the  doc- 
trine known  ever  since  as  the  Eleatic  philosophy.  The  eternal 
and  incorruptible  unity  of  Being,  as  opposed  to  the  fleeting  un- 
reality of  sense,  is  illustrated  with  much  power  and  variety.  The 
celebrated  dialogue  of  Plato,  in  which  Parmenides  is  the  chief 
speaker,  as  well  as  many  allusions  of  Aristotle,  give  us  full  in- 
formation concerning  his  philosophy.  But  from  a  literary  point 
of  view,  it  is  to  be  noted  that  though  he  wrote  this  hexameter 
poem  on  Nature,  he  was  not  a  poet  in  the  same  sense  as  Xeno- 
phanes, who  also  composed  both  elegiacs  and  iambics,  and  was 
a  professed  reciter.  He  even  repeated  his  views,  according  to 
Plato  (Soph.  237,  a),  in  a  prose  form — the  form  exclusively 
adopted  by  his  immediate  followers,  Zeno  and  Melissus. 
These  therefore  we  must  class  under  the  head  of  early  prose 
writers. 

§  94.  It  is  indeed  asserted,  in  Aristotle's  Poetic,  that  this  sort 
of  epic  composition  has  nothing  in  common  with  Homer  but 
the  metre,  wherefore,  he  adds,  you  call  the  one  a  poet,  and  the 
other  rather  a  physiologer  than  a  poet.  This  remark  specially 
applies  to  Empedocles,  the  third  and  greatest  name  on  the  list 
of  our  philosophic  poets,  and  is  but  another  example  of  the 
reckless  judgments  which  the  authority  of  Aristotle  has  disse- 

X<*cr/x'  b.x°-v\s  Troi7]<rav  dvairTa^vai,  iroAvxaAKOvs 
a£ovas  iv  avpiy^tv  a.fj.oifiab'bu  eiAj|a<nxi 
yd/jKpots  ncd  TrepSvyffiv  apripSras'  f)  pa  5t   avrwv 
Idvs  *X0V  Kovpai  KaT  a/iia^irbv  dp/xa  Kai  'iirirovs. 
Kai  jue  i°ea  irpScppwv  inre8t£aTO,  x€<Pa  Se  xeiP^ 
5e|iTepV  eAev,  SiSe  S3  tiros  <pa.ro  Kai  fie  irpoffrivSa' 
^£1  K0vp'  adavaTOiffi  ffvvdopos  tjc'^X010'"') 
'{titous  Tat  ere  <p4povaiv  Ik&Vuv  ri/j.4repov  5<£, 
Ycup'  iirel  ovri  ffe  fx.o'ipa  KaKi)  irpovirefxire  veeadai 
TTje  5'  65bv  (^  yap  air  avQpwizuiv  inrbs  irdrov  itrrif), 
aAAa  OtfJLis  re  Si'ktj  re.     Xpea>  5e  o~e  iravra  irvSecrdai 
7)ixki>  aArjdtias  evireiQeos  arpeichs  v)Top, 
r;5e  [ipoTwv  8J|os,  reus  ovk  IVi  iriffTis  oATjSr'js. 
'AAA'  c/xiriis  Kai  ravra  /j.a6t)(reai  ws  rd  Sokovvto. 
Xph  SoKLfxws  yvwvai  Sid  iravTos  iravra  irepwi/Ta. 
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minated  by  means  of  this  corrupt  treatise.  For  had  the  obser- 
vation been  applied  to  Parmenides,  it  might  have  been  possibly 
defended,  though  our  scanty  remains  contain  passages  of  lofty 
imagination  and  true  poetic  fire.  But  applied  to  Empedocles, 
the  remark  is  simply  ridiculous,  and  might  have  been  contemp- 
tuously rejected,  even  if  there  were  not  preserved  to  us  by 
Diogenes  l  the  opinion  of  the  true  Aristotle,  which  happens  in 
express  terms  to  contradict  the  random  talk  of  the  Poetic.  We 
have  furthermore  the  judgments  of  the  careful  Dionysius  on 
his  '  austere  harmony,'  which  he  compares  to  that  of  ^Eschylus, 
and  the  not  inconsistent  praise  of  Plutarch  for  his  inspired  en- 
thusiasm. Mr.  Symonds,  in  his  essay  on  the  poet,  goes  so  far 
as  to  call  him  the  Greek  Shelley,  and  gives  some  striking 
grounds  for  this  singular  judgment. 

As  a  poet,  therefore,  Empedocles  must  be  ranked  very  high, 
and  Cicero  expressly  tells  us  that  his  verses  were  far  superior 
to  those  of  Xenophanes  and  Parmenides,  themselves  no  mean 
artists  on  similar  subjects.  This  is  the  more  remarkable  be- 
cause he  came  late  in  the  development  of  didactic  poetry, 
and  in  the  age  when  prose  had  already  been  employed  with 
great  success  by  Heracleitus  for  the  purposes  of  philosophic  ex- 
position. But  although  Empedocles  seems  not  to  have  been 
born  till  about  490  B.C.,  and  was  about  contemporary,  both  in 
birth  and  death,  with  Herodotus,  he  was  born,  not  in  the  home 
of  nascent  prose,  but  at  Agrigentum  in  Sicily,  where  he  became 
one  of  the  forerunners  of  a  literature  widely  different  from  that 
of  the  Ionic  race.  For  Gorgias  is  called  his  pupil,  and  though 
he  does  not  appear  to  have  composed  any  treatise  in  prose,  he 
was  considered  by  Aristotle  the  first  founder  of  the  art  of  rhe- 
toric, which  Gorgias  made  the  occupation  of  his  life. 

Though  of  noble  family — his  grandfather  Empedocles  had 
won  with  a  four-horsed  chariot  at  the  71st  Olympiad,  his 
father  Meton  had  been  prominent  in  expelling  the  tyrant 
Thrasydaeus — he  was  firmly  devoted  to  democratic  principles, 
and  fought  for  the  demos  of  his  city  against  the  aristocracy. 

1  viii.  3  :  Iv  5e  -t£>  nepl  ■koitjtZv  <prjo~iv  '6ri  Kal  'Ofxvp'Khs  6  ,E/j.ire8oK\rjh 
Ktx\  Seivhs  Trepl  tr\v  (ppdcriv  yeyove,  (j.eTa<popiK6s  t  Siu  Kal  ro7s  aWois  rails  irtpi 
irofr)TiK)]V  iiriTevyfj.a(Ti  xpaSyUeeos. 
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But,  like  Herodotus  and  other  patriots  of  that  period,  he  found 
it  unpleasant  to  live  at  home  among  hostile  and  jealous  neigh- 
bours ;  he  accordingly  left  Agrigentum,  and  retired  to  the 
Peloponnese,  where  he  seems  to  have  died  in  obscurity.  This 
we  may  infer  from  the  many  uncontradicted  legends  which 
became  current  through  Greece  upon  the  subject.  Empedocles 
is  one  of  the  most  curious  and  striking  figures  in  Greek  litera- 
ture, for  he  combined  the  characters  of  soothsayer,  magician 
and  mystic  with  those  of  an  earnest  and  positive  speculator, 
who  first  attempted  a  mechanical  explanation  of  nature.  His 
account  of  the  gradual  growth  and  development  of  animated 
organisms  even  gives  him  the  right  to  be  called  the  oldest 
Greek  forerunner  of  Darwin. 

These  physiological  and  physical  speculations,  which  fasci- 
nated the  mind  of  Lucretius,  belong  to  the  province  of  the 
historian  of  philosophy.  But  the  literary  form  in  which  they 
were  clothed  causes  much  perplexity.  For  this  poet-philosopher, 
this  positivist-magician,  would  not  clothe  his  metaphysic  in  any 
but  allegorical  dress.  Thus  the  four  elements  1  which  he  was 
the  first  to  assert  against  Parmenides'  single  Being,  and  which 
lived  in  philosophy  till  yesterday,  are  clothed  in  the  garb  of  the 
peoples'  gods :  and  his  attraction  and  repulsion,  by  which  the 
world  of  experience  was  compounded  out  of  the  elements,  were 
called  Love  and  Hate  (<&i\6tiiq  and  Nmroe),  the  former  even 
Aphrodite.  Along  with  these  apparent  concessions  to  the  popular 
faith,  he  held  Pythagorean  doctrines  as  to  the  transmigration  of 
souls,  and  the  consequent  crime  of  destroying  animal  life,  though 
his  politics  separate  him  widely  from  the  Pythagorean  school. 
His  metaphysic  is  an  independent  syncretism  of  Eleatic  and 
Heracleitic  doctrines,  with  a  predominance  of  the  latter,  perhaps 
on  account  of  the  deeper  poetry  of  Heracleitus'  prose.  But 
though  the  man's  personality,  his  splendid  dress,  his  numerous 
attendants,  and  his  bold  claims  to  supernatural  power,  made 
him  a  great  figure  in  the  Sicily  of  his  day,  his  mystical  and 
theological  turn  would  not  bear  the  light  of  positive  science, 

1   reffcrapa  tuiv  irdvrcnv  pi^w/xara  Trpurov  &Kove' 
Zeis  [air]  apyrjs  "Hpy  [earth]  re  (pepeaflios  7/5'  'Ai'Scoveus  [fire] 
Ntjcttis  [water]  0'  ?j  Saxpvuis  rtyyei  icpowcc/xa  fSp6riwv, 
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and  he  is  therefore  referred  to  with  less  respect  by  succeeding 
critics  as  a  philosopher  than  as  a  lofty  poet.  The  tragedies 
and  political  writings  ascribed  to  him  were  spurious  ;  his  fvcrixa 
and  KuOappot,  the  formal  exposition  of  his  metaphysic  and  of 
his  theology,  are  the  only  works  recognised  by  modem  critics. 
It  has  been  inferred  from  the  fragments  that  these  books  were 
not  very  consistent,  that  the  various  purifications  and  rites 
recommended  (in  the  KaOappoi)  were  little  in  consonance  with 
the  mechanical  and  positive  explanations  of  his  (pvatKa. 

§  95.  They  were,  moreover,  very  alien  to  the  dialectic  of  Gor- 
gias  and  the  succeeding  sophists,  who  cared  little  for  dogmatic 
theology,  and  consistently  rejected  the  ritual  of  the  old  religion 
along  with  its  dogmas.  The  sophists  were  still  more  marked  in 
their  rejection  of  epic  verse  as  the  vehicle  for  philosophic  teach- 
ing, and  in  the  uniform  adoption  of  prose,  which  was  even  then 
introduced  in  the  school  of  Asia  Minor.  So  strongly  was  this 
felt  in  the  next  generation,  that  there  arises  a  formal  oppo- 
sition between  philosophers  and  poets,  the  latter  of  whom  were 
regarded  as  the  mere  exponents  of  the  popular  creed.  Of 
course  this  would  have  been  absurdly  false  in  the  days  of  Par- 
menides  and  Empedocles ;  but  even  the  latter  was  almost  behind 
his  age,  and  from  the  middle  of  the  fifth  century  B.C.  onwards 
Greek  philosophy  consistently  rejected  the  adoption  of  a  poetical 
form.  Anaxagoras  was,  no  doubt,  reflected  in  Euripides,  and 
Epicurus  in  Menander ;  but  these  speculative  features  in  the 
drama  were  the  mere  natural  reflex  of  the  deepest  thinking  of 
the  day  upon  its  most  thoughtful  and  serious  poets.  The  phi- 
losophy of  Euripides  was  a  mere  parergon  of  his  tragedy.  It 
is  to  this  fixed  purpose  of  philosophy  to  abandon  poetry  that 
we  must  attribute  the  defection  of  such  imaginative  minds  as 
Hippocrates  and  Plato  from  the  ranks  of  the  Greek  poets, 
among  whom  the  latter  (as  an  epigrammatist)  even  made  his 
first  essay.  The  history  of  philosophy  since  that  day  confirms 
the  Greeks  as  to  the  literary  propriety  of  this  decision.  Despite 
the  splendid  attempt  of  Lucretius  to  reproduce  in  the  form  of 
Empedocles  the  most  prosaic  and  vulgar  of  systems,  his  poem 
had  little  influence  upon  his  age,  and  is  even  spoken  of 
by  Cicero  with  some  contempt.     The  Neoplatonists,  however 
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mystical   and  Eleatic  in   tone,  never   returned  to    the    more 
ancient  and  indeed  natural  garb  of  their  vague  Pantheism.  The 
Middle  Ages  were  dominated  by  the  prosaic  Aristotle.     Nor 
did  any  of  the  great  heralding  of  modern  thought,  the  rich 
imagery  of  Bacon,  the  mystic  dawning  of  Boehme,  the  god- 
intoxicated  cosmogony  of  Spinoza,  proclaim  itself  to  a  world 
weary  of  the  dry  and  arid  light  of  prose  logic  in  the  form  con- 
secrated of  old  to  the  union  of  thought  and  fancy.     In  later 
days,  though  modern  poetry  is  full,  perhaps  too  full,  of  meta- 
physic  and  of  anthropology,  we  have  no  greater  attempt  at 
writing  systematic  philosophy  in  verse  than  Pope's  Essay  on 
Man,  or  Mandeville's  Fable  of  the  Bees.     Thus  Empedocles  is 
peculiarly  interesting  as   the  last  thinker  in  European  philo- 
sophy who  brought  out  a  new  system  in  the  form  of  a  poem. 

His  fragments  are  preserved  in  Sextus  Empiricus,  Plutarch, 
and  Simplicius,  and  are  best  collected  by  Miillach  (in  Didot's 
Fragg.  Philosoph.).  There  are  interesting  monographs  on  him 
in  all  the  histories  of  Greek  philosophy,  especially  Zeller's,  and 
in  Mr.  Symonds'  first  series  on  the  Greek  poets.  The  legend 
of  his  death  in  the  crater  of  Etna  has  inspired  poets  down  to  our 
own  day,  like  Mr.  Arnold,  and  still  lingers  about  the  traditions 
of  the  mountain  through  changes  of  race  and  of  language. 


CHAPTER  VIII. 

THE  HOMERIC   HYMNS   AND   TRIFLES. 

§  96.  There  is  yet  another  class  of  epic  hexameter  poetry 
extant,  besides  the  proper  Ionic  epics,  and  the  didactic  poems 
of  Hesiod  and  the  philosophers.  There  are  transmitted  to  us, 
under  the  title  of  Homeric  Hymns,  a  collection  of  five  longer 
and  twenty-nine  shorter  poems  in  epic  dialect  and  metre, 
each  inscribed  to  some  particular  god,  and  narrating  some 
legend  connected  with  him,  but  in  no  sense  religious  hymns, 
as  were  those  of  Pamphus  or  the  hymns  of  the  choral  lyric 
poets.  The  Homeric  Hymns  are  essentially  secular  and  not 
religious ;  they  seem  distinctly  intended  to  be  recited  in 
competitions  of  rhapsodes,  and  in  some  cases  even  for  direct 
pay  ; l  they  are  all  in  form  preludes  (irpooijjua)  to  longer  re- 
citations,2 apparently  of  epic  poems,3  though  the  longer  five 
are  expanded  into  substantially  independent  compositions. 

1  Hymn  vi.  sub  Jin.  : 

5b s  8'  eV  ayccvi 
viK7)v  T<£5e  (pipicrdai,  f/J-rjV  8'  Zvrvvov  aoiZi\v. 

And  v.  xxx.  and  xxxi.  sub  Jin.  : 

irp6<ppeov  8'  o.vt'  wSrjs  P'iotov  dv/x-qpe'  oira£e. 
-  oJ^rj,  according  to  Bergk,  meant  any  song,  especially  an  epic  poem. 
olfxos  is  used  with  a  genitive  (iirewv,  &c.)  qualifying  it.  Pausanias  calls  a 
hymn  of  Alcaeus  to  Apollo  a  Trpooi/Mov,  probably  because  it  was  like  in 
character  to  these  Hymns.  The  v6/j.oi  were  really  devotional  poems,  and 
are  as  such  contrasted  by  Pausanias  with  the  secular  hymns  of  the  col- 
lection before  us. 

3  Hymn  xxxi.  : 

e'(c    ff4o  8'  ap£dfj.evos  KXtjaca  (Xip6iroiv  yevos  av8pui> 
rj/Ai8ecDV,  Siv  %pya  Qeol  Qviyrolaiv  eSeifav. 

6* 
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§  97.  The  Hymn  to  the  Dclian  Apollo,  apparently  the  third 
in  order  in  the  archetype  of  our  MSS.,  is  by  far  the  best  known 
and  oftenest  quoted  of  the  collection.  It  owes  this  distinction 
chiefly  to  the  famous  description  near  its  close  of  the  old 
festival  at  Delos,  whither  all  the  Ionians  came,  with  their  wives 
and  children,  to  witness  dancing,  singing  and  boxing,  and  to 
wonder  at  the  ventriloquism  which  the  Delian  priestesses  appear 
to  have  studied  to  great  perfection.  Then  follows  a  somewhat 
boastful  assertion  of  excellence  on  the  part  of  the  rhapsodist 
— the  blind  man  of  Chios.  The  main  body  of  the  hymn  nar- 
rates the  adventures  of  Latona  before  the  birth  of  Apollo,  her 
final  reception  by  the  personified  island  Delos,  and  the  long- 
delayed  birth  of  the  god.  Artemis  is  not  mentioned,  and  can- 
not therefore  have  been  regarded  as  his  twin-sister  in  the  Delian 
legend.  The  style  of  the  poem  is  good  and  clear,  and  indi- 
cates a  date  when  epic  language  and  metre  were  perfectly 
understood. 

§  98.  Our  MSS.  combine  this  hymn  (178  lines)  and  what 
is  now  established  to  be  quite  a  different  work,  the  Hymn 
to  the  Pythian  Apollo.  The  allusions  of  Thucydides  and  of 
Aristides '  imply  that  they  quote  from  the  end  of  the  former 
hymn  (v.  172),  which  is  only  the  case  if  we  separate  the  Pythian 
hymn.  Furthermore,  the  scholiast  on  Pindar  2  quotes  some 
lines  as  Hesiod's,  in  which  he  boasts  of  contending  with  Homer 
at  Delos  in  hymns  to  Apollo.  This  shows  an  old  belief  that  a 
second  hymn  to  Apollo,  by  Hesiod,  existed.  The  Pythian  hymn 
has  quite  this  character  ;  it  is  altogether  occupied  with  Boeotian 
and  Delphian  legends,  and  celebrates  the  settlement  of  the  god 
at  the  rocky  Pytho  after  his  colloquy  with  the  fountain-nymph 
Delphusa,  near  Haliartus,  and  his  slaying  of  the  Python.  Then 
follows  his  adventure,  in  the  form  of  a  dolphin,  with  the  Cretan 
sailors,  whom  he  brought  round  the  Peloponnesus  from  their 
course,  and  established  as  his  priests  at  the  oracle.  Besides 
the  Boeotian  character  of  its  legends,  the  genealogical  and 
etymological  tone  of  the  poem  betrays  the  didactic  spirit  of 
the  Hesiodic  school ;  and  there  seems  little  doubt  that  it  was 
composed  by  some  Delphian  or  Boeotian  poet  in  imitation  of 

1  Cf.  Bergk,  LG.  i.  p.  753.  *  Nem.  ii.  1. 
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the  former  hymn,  which  it  closely  follows  in  its  construction, 
and  ofttimes  in  diction. 

There  are  many  disturbances  in  the  text,  and  to  these  may 
be  ascribed  apparent  blunders  in  the  geography  of  Bceotia, 
which  the  author  seems  to  have  known  accurately.  lie  is  also 
fully  acquainted  with  the  coasts  of  the  Peloponnesus.  There  are 
several  remarkable  and  evidently  intentional  omissions.  The 
site  of  Thebes  is  mentioned  as  being  still  forest,  and  therefore 
supposed  to  have  been  occupied  after  the  settlement  at  Delphi. 
Delphi,  again,  is  only  known  by  the  name  of  Pytho.  Kirrha,  the 
seaport  of  Krissa,  is  never  mentioned,  but  the  latter  is  said  to 
be  near  the  harbour.  Though  describing  a  curious  augury  with 
chariots  at  Onchestus  (w.  53,  sq.),  and  therefore  familiar  with 
one  form  of  horse-racing,  the  poet  represents  Delphusa  as 
dissuading  Apollo  from  settling  near  her  fountain  because  the 
sound  of  horses  and  chariots  would  disturb  him.  The  Germans 
infer  that  this  must  have  been  written  before  the  time  when 
the  Amphictyons,  immediately  after  the  sacred  war  (590  B.C.), 
established  chariot  races  at  the  Pythian  games.  This  seems  to 
me  founded  on  a  mistake,  for  these  games  were  not  carried  on 
at  Delphi,  which  is  quite  inaccessible  to  chariots,  and  where 
the  stadium  is  far  too  small  for  such  races,  but  at  a  special 
hippodrome  in  the  plain  below,  which  Pausanias  specially 
mentions,1  so  that  it  may  always  have  been  held  that  the  god 
chose  his  remote  and  Alpine  retreat  in  order  to  avoid  such 
disturbance.  The  priests  are  told  prophetically,  at  the  close  of 
the  poem,  that  through  their  own  fault  they  will  become  sub- 
ject to  a  strange  power,  and  this  again  is  supposed  to  point  to 
the  events  of  the  sacred  war.  But  there  is  no  certainty  in  these 
conjectures. 

Both  this  and  the  former  poem  seem  to  have  been  con- 
siderably interpolated,  as  for  example  with  the  episode  2  of  the 
birth  of  Typhon,  which  is  quite  in  the  manner  of  the  Theogo?iy 
of  Hesiod.  Other  small  inconsistencies  may  rather  be  ascribed 
to  naivete  and  want  of  critical  spirit  than  to  a  diversity  of  poets. 
As  the  Delian  hymn  was  intended  for  recitation  at  Delos,  so  the 
Pythian  is  clearly  intended  for  some  such  purpose  at  Delphi, 
1  x.  37,  4.  2  ii.  w.  127-77. 
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and  seems  not  far  removed  in  date  from  its  forerunner.  But 
as  the  Pythian  contests  were  with  the  lyre,  a  Hesiodic  poet 
could  hardly  have  competed  unless  he  abandoned  his  old  cus- 
tom of  reciting  without  accompaniment ;  and  indeed  the 
complete  silence  of  the  hymn  about  the  Pythian  contests  sug- 
gests some  definite  reason  for  not  mentioning  them. 

§  99.  The  Hymns  to  Hermes  (iii.)  and  to  Aphrodite  (iv.)  may 
be  brought  into  comparison  on  account  of  their  familiar  hand- 
ling of  gods,  though  in  other  respects  they  are  widely  contrasted. 
The  text  of  the  former  is  the  most  corrupt  of  all  the  Hymns, 
so  much  so  that  G.  Hermann  and  other  destructive  critics 
urge  with  great  force  their  theory  of  its  being  a  conglomerate 
of  various  short  pieces  by  different  authors.  The  opening  lines 
are  repeated  almost  verbatim  in  the  lesser  Hymn  to  Hermes, 
numbered  xviii.  in  the  collection;  but  it  is  clear  from  the  critical 
discussion  of  the  prefaces  to  Hesiod's  poems,  and  from  the  many 
short  prooemia  actually  found  in  this  collection,  that  these  intro- 
ductions were  movable,  and  that  the  rejection  of  the  preface 
entails  no  presumption  against  the  unity  of  the  main  body  of 
the  poem.  The  Moscow  MS.  diners  remarkably  from  the  rest 
in  its  text  of  this  poem  ;  according  to  Hermann,  because  it 
followed  another  recension,  according  to  Baumeister,  with 
whom  I  agree,  because  the  scribe  copying  the  archetype  was  a 
learned  man,  and  set  himself  to  correct  and  emend  what  he 
thought  corrupt. 

The  text  of  the  Hymn  to  Aphrodite  is,  on  the  contrary,  the 
purest  and  easiest  of  all,  and  it  is  only  the  perverse  ingenuity 
of  the  Germans  which  has  ventured  to  thrust  upon  us  here 
their  suspicions  of  interpolations.  There  appears  to  be  also 
a  considerable  contrast  between  the  two  poems  as  to  diction. 
While  the  Hymn  to  Aphrodite  is  in  very  pure  Ionic — almost 
Homeric — Greek,  and  clearly  composed  in  Asia  Minor,  the 
Hymn  to  Hermes  abounds  in  phrases  only  to  be  found  in 
Hesiod,1  and  shows  evidence  of  Bceotian  or  Arcadian  origin. 
Again,  there  is  a  good  deal  of  humour,  and  of  a  low  popular 
tone,  about  the  latter,  while  this  homely  tone  is  not  at  all  felt 
in  the  other.     Nevertheless,  these  poems,  as  I  have  said,  have 

Cf.  Mure,  ii.  p.  344,  note 
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an  all-important  feature  which  makes  it  suitable  to  connect 
them  together — I  mean  the  bold  and  familiar  handling  of  the 
foibles  and  passions  of  the  gods.  Their  moral  tone  is  per- 
haps lower  than  that  of  any  other  old  Greek  poem,  if  we 
except  the  episode  called  the  lay  of  Demodocus,  in  the 
Odyssey — a  poem  which  bears  the  most  striking  resemblance 
in  tone  and  diction  to  the  fourth  hymn.  The  passion  of 
the  goddess  is  in  both  represented  as  a  foible,  but  hardly  as 
a  fault,  and  her  adventures  in  the  hymn  are  represented  as 
brought  upon  her  by  a  sort  of  retaliation  on  the  part  of  Zeus. 
The  description  of  her  progress  through  Mount  Ida,  her  power 
over  the  lower  animals  (vv.  70,  sq.),  and  her  meeting  with  An- 
chises,  are  told  with  great  beauty,  but  apparently  without  any 
feeling  of  reserve  on  the  part  of  the  poet.  It  was  not  till  Praxi- 
teles that  sculpture  dared  to  represent  the  undraped  beauty  of 
the  goddess  in  marble.  Poetry  cast  away  such  restrictions  far 
earlier.  There  is  also  a  fine  description  of  the  old  age  of 
Tithonus  (vv.  237-46),  and  of  the  life  of  trees  as  bound  up  with 
that  of  the  wood-nymphs.  The  main  object  of  the  poem  seems 
the  flattery  of  the  family  of  Anchises  and  ^Eneas,  whose  alleged 
descendants  (as  is  prophesied  in  the  Iliad)  were  evidently  im- 
portant people  in  the  poet's  day.  We  have  no  evidence  where 
they  ruled,  or  whether  the  Dardanian  princes  encouraged  Greek 
poetry. 

The  Hymn  to  Hermes  does  not  describe  such  passion,  and  is 
an  account  of  the  birth  and  adventures  of  the  god,  setting 
forth  his  thieving  and  perjury  with  the  most  shameless  effrontery. 
To  the  ordinary  Greeks  great  ingenuity  was  enough  at  all  times 
to  palliate  or  even  to  justify  dishonesty,  and  though  Hesiodand 
the  Delphic  oracle  raised  their  voices  in  favour  of  justice  and 
truth,  there  can  be  no  doubt  that  the  nation  was  thoroughly 
depraved  in  this  respect.  The  Hymn  to  Hermes  goes  through 
a  variety  of  adventures  of  the  god — his  stealing  of  the  oxen  of 
Apollo  immediately  after  his  birth,  his  invention  of  the  lyre,  his 
trial  and  perjury  before  Zeus,  and  the  amusement  and  good- 
nature of  Apollo  in  being  reconciled  to  him.  The  mention  of  the 
seven-stringed  lyre  has  induced  most  critics  to  date  the  poem 
after  Terpander's  time,  but,  on  the  other  side,  it  is  declared 
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absurd  that  the  poet  should  describe  as  an  original  invention  of 
the  god  a  new  improvement  in  the  instrument  made  by  a  well- 
known  man  at  a  well-known  date.  It  is  therefore  argued  that 
the  seven-stringed  lyre  was  not  unknown  in  ancient  days  in 
some  parts  of  Greece,  though  not  generally  adopted  by  literary 
lyric  poets  till  Terpander.  This  is  indeed  to  be  inferred  from 
Pausanias,  who  says  that  Amphion  naturalised  the  Lydian 
seven-stringed  lyre  in  Greece.  At  all  events,  this  improved 
lyre  must  have  been  in  common  use  when  the  poem  was 
composed,  probably  not  before  600  B.C. 

As  to  the  literary  merits  of  these  hymns,  authorities  are 
divided.  Most  of  the  Germans  place  the  hymn  to  Hermes 
very  high,  and  think  that  but  for  its  corruptions  it  would  be 
the  most  original  and  striking  of  the  collection.  Mure,  on  the 
other  hand,  thinks  the  fourth  to  be  the  most  beautiful  of  all 
the  hymns,  and  almost  worthy  of  Homer  himself.  Both  seem 
to  me  to  have  great,  but  contrasted  merits.  The  humour  and 
variety  of  the  one  are  perhaps  equalled  by  the  luxurious  richness 
of  the  other.  Both  are  precious  relics  of  old  Greek  poetry, 
and  curious  evidences  of  the  rapid  decay  of  the  old  Greek 
religion.  Shelley  has  left  us  a  translation  of  the  third  as  well  as 
of  some  of  the  shorter  hymns.  His  version  is  of  course  very  poe- 
tical, but  accentuates  the  comic  element  perhaps  too  strongly. 

§  100.  The  Hymn  to  Demeter  (v.),  of  nearly  500  lines,  is  of 
a  very  different  character,  and  is  to  be  identified  with  some 
Athenian  worship,  either  the  Panathenaic  festival,  if  there  was 
any  occasion  at  that  festival  for  such  a  recitation,  or  some 
religious  ceremony  at  Eleusis.  The  hymn  narrates  the  carry- 
ing off  of  Persephone,  who  wandered  in  search  of  flowers  through 
the  Mysian  plain,  and  was  entranced  with  delight  at  the  nar- 
cissus, which  is  described  with  great  enthusiasm  as  being  an 
important  emblem  in  the  Mysteries.  The  crying  out  of  Perse- 
phone is  heard  by  Hecate  and  Helios  alone,  from  whom  the 
distracted  mother  finds  out  what  has  happened  to  her  daughter. 
But  Demeter  is  still  more  wrath  at  hearing  that  it  was  done 
with  the  connivance  or  approval  of  Zeus,  and  she  deserts  the 
immortals  to  live  among  men.  So  she  comes  to  Eleusis,  where 
she  sits  by  the  wayside  and  meets  the  daughters  of  Keleus  going 
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to  draw  water.  They  accost  her  with  kindness,  and  she  i? 
installed  as  nurse  of  their  infant  brother  Triptolenius. 

It  is  not  necessary  to  go  at  greater  detail  into  the  story, 
which  is  told  in  this  hymn  with  singular  clearness  and  beauty. 
Any  difficulties  which  occur  are  due  to  the  corruptions  of 
our  single  MS.,  or  to  the  covert  allusions  to  the  Mysteries 
which  are  evidently  before  the  poet's  mind  all  through  the  nar- 
ration of  the  legend.  The  critics  generally  do  not  speak  with 
sufficient  warmth  of  the  beauty  of  this  poem,  which  is,  in  my 
opinion,  far  the  noblest  of  the  hymns.  A  good  many  Atticisms 
have  been  detected  in  it  by  the  grammarians,  but  I  am  not  aware 
of  a  single  solid  argument  to  prove  its  date,  even  approximately.1 
It  was  well  known  to  the  ancients,  and  is  quoted  four  times 
by  Pausanias,  with  considerable  variations  from  our  text,  but 
these  are  probably  due  both  to  its  corruption  and  to  inaccuracy 
in  Pausanias  himself.  This  author  also  quotes  an  ancient  hymn 
of  Pamphos  on  the  same  legend,  which  seems  to  have  been 
very  similar  in  argument. 

§  101.  Of  the  lesser  hymns  the  longest  (vii.)  is  that  to 
Dionysus,  which  describes  his  adventure  with  pirates,  whom  he 
astonished  and  overcame  by  miracles,  when  they  had  captured 
and  bound  him  on  their  ship.  The  critics  think  that  the  portrai- 
ture of  the  god  as  a  youth  points  to  the  age  of  Praxiteles,  be- 
cause older  Greek  plastic  art  had  uniformly  made  him  of  severe 
aspect,  and  apparently  middle  age.2  I  have  shown  above 
(p.  133)  that  in  the  case  of  Aphrodite  poetry  outran  sculpture  in 
its  development,  and  I  feel  convinced  that  the  change  in  the 
form  of  Dionysus  also  was  adopted  in  poetry  long  before  it  was 
attempted,  or  perhaps  could  be  attempted,  in  sculpture.  The 
hymn  seems  certainly  to  have  been  known  to  Euripides,  who 
builds  some  of  the  plot  of  his  Cyclops  on  it,  and  this  subject, 
perhaps  even  this  detail,  was  borrowed  from  the  older  Aris- 

1  Baumeister  {Comm.  in  Hymn.  p.  280)  conjectures  it  to  be  of  the  time 
of  the  Peisistratidoe,  when  epic  poetry  experienced  a  considerable  revival. 

2  This  story  is  beautifully  illustrated  in  the  frieze  of  the  graceful  chora- 
gic  monument  of  Lysicrates  at  Athens  (erected  332  B.C. ) — a  monument 
which  is  now  best  studied,  not  on  the  spot,  but  in  the  drawings  of  Stuart 
and  Revett,  made  a  century  ago,  when  the  work  of  ruin  had  not  advanced 
so  far. 
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tias.1  The  next  hymn  (viii.),  to  Ares,  is  quite  of  a  later  and 
metaphysical  turn.  It  abounds  in  strings  of  epithets,  and  rather 
celebrates  the  mental  influences  of  the  deity,  than  his  personal 
adventures.  This  hymn  is  accordingly  attributed  by  most  critics 
to  the  Orphic  school.  The  same  may  be  said  of  Hymn  xiv.,  To 
the  Mother  of  the  Gods;  nevertheless,  all  these  Homeric  hymns 
differ  widely  from  the  Orphic  hymns  which  still  remain  on  the 
same  subjects. 

I  will  only  mention  among  the  rest  that  to  Pan  (xix.), 
which  is  supposed  to  have  been  composed  after  the  time 
when  the  worship  of  Pan  was  introduced  at  Athens  (490  B.C.). 
This  little  poem  is  remarkable  as  one  of  the  few  extant  Greek 
works  which  show  a  love  and  sympathy  for  the  beauties  of  nature, 
and  which  indulge  the  fancy  in  fairy  pictures  of  bold  cliffs  and 
leafy  glens  peopled  by  dancing  nymphs,  and  resounding  with 
the  echo  of  piping  sweeter  than  the  nightingale,  and  the  voices 
of  sportive  and  merry  gods.  It  is  common  among  English 
critics  to  assert  that  only  in  Euripides  and  Aristophanes  of 
earlier  poets  can  we  find  this  peculiar  and  delightful  form  of 
imagination.     The  Hymn  to  Pan,2  which  reminds  us  strongly  of 

1  Fatin,  Etudes  stir  les  tragiques  grecs,  iv.  290. 

2  'AfX(pi  jxoi  'Epfielao  4>i\ov  yivov  evveire,  Viovcra, 
alynrSBrjv,  StKipcora,  (pi\6Kporov,  ocrr  ava.  izicrt) 
SevSpTjevT  IxfxvSis  (pona  xoporjOeai  NvfjLtpais' 
cure  /car'  alylAiiros  ire'rpTjs  areifiovcri  Kdprjva, 
riav  avaK(K\6/xevai,  v6/aiov  6e6v,  ay\a49eipov, 
aiix/J-'hfff,  os  iravTa  \6<pov  vupStvra  AeAo"yx€> 
Ka\  Kopv<pas  opiccv  /cat  ircrpri^vTa  KttevQa' 
(poira  8'  (v6a  Kal  evda  5ta  pco7rrji'o  nvKvd, 
aAAore  fx\v  peiOpoiaiv  e<pe(,"d/xeros  fxaXaKoicnv, 
aXXore  5'  av  TreTpycnv  iv  T)At/3aT0t<n  Sioixv^, 
aKporarriv  Kopv<pT]v  /XT}\6crKOirov  etVavajSaiVcoe. 
TroWdia.  5'  apyivdevra  SieSpa^v  ovpea  fxaicpd, 
woWclki  5'  iv  Kvrnxo7ai  StTjAace,  67) pas  ivaipoiv, 
o|«'a  8epK6/j.evos'  rore  5'  eWepos  eicAayev  olos, 
&yp7is  i^avic&v,  Zov6.ko>v  viro  fiovcrav  advpwv 
r^v/xov  •  ovk  av  rovye  irapaSpd/xoi  iv  /xeAe'etrcriv 
opvts,  rjr   tapos  iroXvavQios  iv  TrerdKoiffiv 
6pr\vov  innrpoxeovo-'  tax6'  /J-^yriPvv  aoi$r)v. 

ffvv  8e  acptv  t6t€  'Nv/x'pai  6pe<TTLd5es,  Xtyv/xoXiroi, 
(poiTUKTai  irvKva  Troo-fflv  eVl  Kp-!]vr)  ueXavvb'ptp 
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Euripides'  chorus  (vv.  167  et  seqq.)  in  the  Helena,  shows  this 
limitation  to  be  unfounded.  The  rest  are  short  proems  to  various 
gods,  very  similar  in  character  to  the  spurious  opening  lines  of 
Hesiod's  Works ;  one  of  them  (xxv.)  is  even  made  up  of  lines 
from  Hesiod's  T/ieogo?iy.  The  short  Hymns  (xiii.  and  xviii.), 
to  Hermes  and  Demeter  ere  selections  from  the  greater 

poems  in  honour  of  the  same  gods. 

It  appears  from  this  brief  review  that  the  so-called  Hymns 
are  a  very  various  and  motley  collection  of  proems  to  the  gods 
sung  by  rhapsodes  on  secular  occasions.  In  some  cases  these 
preludes  were  expanded  into  independent  poems.  The  older 
and  Ionic  pieces  breathe  a  familiar  and  very  secular  handling  of 
the  adventures  of  the  gods  ;  the  Hesiodic  pieces  were  more 
serious  and  intended  to  instruct  the  hearers  in  theology  ;  while 
the  semi-Orphic  pieces  were  still  more  reflective  and  solemn. 
But  they  all  assume  the  tone  and  style  of  the  Ionic  epic  school. 
It  is  not  impossible,  in  spite  of  the  later  complexion  of  some 
few  of  them,  that  the  collection  was  made  by  the  commission 
of  Peisistratus  when  they  were  editing  or  collecting  the  remains 
of  both  Homer  and  Hesiod. 

§  102.  This  kind  of  poetry  was  revived,  as  might  be  expected, 
at  Alexandria,  and  we  have  still  five  hymns  extant  from  the  wreck 
of  Alexandrian  literature,  by  the  celebrated  Callimachus,1  whose 
wonderful  fertility  was  not  destined  to  produce  much  permanent 
fruit.  These  hymns  are  to  Zeus,  Apollo,  Artemis,  Delos,  and 
Demeter  respectively.  They  are  all  of  considerable  length,  those 
to  Artemis  and  Delos  being  the  longest,  but  none  of  them  are 
interesting.  They  celebrate,  like  their  Homeric  prototypes,  the 
birth  and  early  fortunes  of  the  god  addressed  ;  but  in  the  case 
of  Delos,  the  wanderings  and  sufferings  of  Latona,  who  is,  how- 
ever, encouraged  by  the  consolations  uttered  by  her  unborn 

fj.€\TrovTai'  Kopv<pr]v  5e  Treptarevei  ovpeos  yx& — 
8a.ip.tov  8'  zvda  koX  tvQa.  yoptov,  tote  8'  is  p.iaov  tpirtov, 
■KVKva  Troalv  Sieirei'  Koucpos  8'  inl  vaira  Saipoivuv 
Avynhs  *X€l>  Aiyvprjaiv  ayaAAoLievos  (pptva  fioATrais — 
eV  [xaAaKto  Xslllwvi,  t69i  /cpj/cos  r)8'  vaKivdos 
6ucu8t)s  QaAi&tov  KaTa/xitryeTai  &KpiTa  -Koiri. 

1  Eergk  thinks  {LG.  i.  p.  749)  that  Callimachus  imitated  not  the  secular 
hymns,  but  the  old  religious  nomcs — on  what  evidence  I  know  not. 
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child  !  Perhaps  the  best  of  these  over-learned  and  frigid 
poems  is  the  Hymn  to  Demeter,  which,  unlike  the  rest,  is 
in  Doric  dialect,  and  which  describes  with  some  humour  the 
insatiable  hunger  of  Erysichthon,  with  which  Demeter  visited 
him  for  cutting  down  a  poplar  in  her  sacred  grove.  The  text 
has  been  lately  edited,  with  more  care  than  it  deserves,  by 
Meineke  (Berlin,  1861);  there  is  also  an  old  metrical  translation 
by  Dodd  (London,  1755).  But  modern  scholars  have  long 
since  decided  that  Callimachus,  however  famous  among  the 
Romans,  is  not  to  be  regarded  as  a  classical  author,  though  he 
had  the  honour  of  being  printed  by  Const.  Lascaris,  at  Florence, 
in  1494,  in  capital  letters,  among  the  very  earliest  Greek  texts. 
§  103.  We  have,  in  the  collection  of  so-called  Idylls  ascribed 
to  Theocritus,  three  poems  which  may  properly  be  considered 
in  connection  with  the  Homeric  Hymns.  One  of  them  (Idyll 
xxii.)  is  professedly  a  hymn  to  the  Dioscuri,  celebrating  the 
victory  of  Pollux  over  Amycus,  and  of  Castor  over  Lynceus. 
The  work  is  both  well  conceived  and  executed,  but  Theocritus' 
mimic  talent  makes  his  dialogue  between  Pollux  and  Amycus 
rather  more  dramatic  than  was  the  fashion  of  the  old  hymns. 
There  are  also  picturesque  touches  (vv.  37,  sq.),  which  speak 
the  poet  of  the  pastoral  Idylls.  Of  the  two  poems  (xxiv.  and 
xxv.)  on  Heracles,  the  first,  which  is  called  the  Infant 
Heracles,  and  narrates  his  killing  of  the  snakes  in  his  cradle, 
is  very  like  the  Hymns,  especially  that  to  Demeter,  though  com- 
posed in  the  Doric  dialect.  It  is  not  certain  that  we  have  the 
end  of  the  poem  preserved.  The  second  poem  is  somewhat 
more  epic  in  form,  and  is  probably  a  fragment  of  a  longer 
work,  or  composed  with  a  larger  plan.  It  narrates  the  visit  of 
Heracles  to  Augeias  of  Elis,  where  he  tells  the  king's  son  his 
adventure  with  the  Nemean  lion.  There  are  bucolic  expres- 
sions scattered  all  through  this  epic  poem,  which  seem  to  vouch 
for  its  authorship.  Many  critics  are  disposed  to  view  it  as  a  mere 
fragment  of  the  long  epics  on  Heracles  composed  by  Peisander 
and  his  school,  and  some  refer  it  to  Panyasis,  or  Rhianus. 
Nevertheless,  as  the  poem  stands,  it  detaches  one  or  two 
adventures  of  a  god,  and  tells  them  in  epic  form,  so  that  it  is 
fairly  to  be  connected  with  the  professed  imitations  of  the  Hymns 
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in  the  other  Theocritean  poems  just  mentioned.  They  all  show 
not  only  a  perfect  handling  of  epic  style  and  manner,  but  con- 
siderable force  and  beauty,  and  are  quite  worthy  of  the  great 
name  of  their  author. 

§  104.  Of  the  Uaiyvia,  or  sportive  effusions  attributed  to 
Homer,  I  have  already  discussed  the  Battle  of  the  Frogs  and  Mice. 
It  is  greatly  to  be  regretted  that  a  much  more  important 
poem,  the  Jlfargites,  has  not  been  preserved,  inasmuch  as  it 
was  treated  as  the  genuine  work  of  Homer,  even  by  Aristotle, 
who  quotes  it  more  than  once,  and  sees  in  it  (though  falsely) 
the  first  germ  of  comedy.1  It  was  a  humorous  description  of  a 
foolish  young  man,  dabbling  in  various  knowledge,  but  ignorant 
of  all  practical  matters,  and  making  terrible  blunders  in  the 
more  delicate  situations  of  life.  From  the  extract  quoted  in 
the  good  editions  of  Suidas,2  it  seems  that  the  poem  was  not 
very  decent  in  its  wit.  There  was  a  very  remarkable  feature 
about  its  form — a  feature  which  has  exercised  modern  critics 
greatly.  Iambic  lines  were  inserted  at  irregular  intervals  among 
the  hexameters  of  which  it  mainly  consisted.  As  Suidas  and 
Eudocia  attribute  the  poem  to  Pigres,3  it  has  been  thought  that 
he  may  have  added  or  interlarded  these  lines.  This  is  the  con- 
clusion to  which  Bemhardy  comes,  without  positively  asserting 
Pigres  to  be  the  individual  interpolator  ;  but  the  conclusion  is 
not  very  safe,  for  in  another  of  the  iraiyvia,  the  TLipeffiwvr),  we 
have  the  same  feature,  and  there  is  no  reason  to  believe  that 
iambics  were  invented  by  Archilochus  ;  they  were  rather  an 
old  popular  form  of  verse  adopted  by  him  for  literary  purposes.4 
The  Margitcs  was  held  in  high  esteem  by  the  ancients,  and 
was  quoted  by  Cratinus,  possibly  Aristophanes,  Callimachus, 
and  the  stoic  Zeno.  By  Dio  Chrysostom,  apparently  quoting 
from  the  latter,  it  was  regarded  as  a  juvenile  work  of  Homer. 
In  Suidas'  day  it  seems  to  have  been  already  lost.    'The  mere 

1  Arist  Poet.  4 ;  Nic.  Eth.  vi.  7. 

2  Sub  voc.  Mapy'iTTis. 

3  Sub  voc.  Tliyprjs,  the  brother  of  the  famous  Artemisia,  who  is  said  to 
have  interpolated  the  Iliad  with  pentameters. 

4  The  mixture  of  hexameters  and  iambics  is  to  be  seen  in  the  125th 
frag,  (an  epigram)  of  Simonides,  ed.  Bergk. 
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names  of  two  other  poems  classed  under  this  head  are  preserved, 
the  F^TTiKiyXLoiQ  and  the  'E,ivTuiie.KTOQ  a'i'£. 

§  105.  In  the  pseudo-Herodotean  Life  of  Hcmer  there  are 
preserved  several  other  curious  little  poems,  and  fragments  of 
poems,  which  were  falsely  ascribed  to  the  great  poet,  but  which 
are  to  us  inestimable  as  showing  a  glimpse  of  the  popular  songs 
of  early  Greece.  There  is  a  beautiful  epitaph  on  King  Midas 
of  Phrygia,  who  had  taken  a  daughter  of  Agamemnon,  despot 
of  Kyme,  to  wife,  and  who  died  at  the  time  of  the  Kimmerian 
invasion  (arc.  680  B.C.).  It  is  strictly  an  epigram  on  a  bronze 
statue  set  over  the  tomb. l  There  is  also  an  address  to  the  poet's 
home,  Smyrna,  which  he  left  on  account  of  the  little  apprecia- 
tion of  his  art,  which  is  probably  (as  Bergk  well  says)  the  earliest 
echantilloii  of  lyric  feeling,  though  clothed  in  epic  verse.  It  is 
entitled  to  the  Kymcsans,  which  is  thought  a  mistake,  arising 
from  the  false  reading  Kv/xiye  for  'ZfivpvriQ  in  the  end  of  the  poem. 
The  poems  numbered  i.  and  ii.  are  fragments  of  similar  personal 
addresses.  Of  the  rest  two  deserve  special  notice — that  entitled 
Kafitvog  or  Kepafxe'tQ,  a  little  address  of  a  wandering  minstrel  to 
the  potters  as  they  are  putting  their  work  into  the  oven,  praying 
success  for  them  if  they  reward  him,  but  calling  upon  a  strange 
assembly  of  demons,  Sabaktes  and  his  comrades,  Circe  and  the 
Centaurs,  to  spoil  the  work  and  crack  the  ware  if  they  treat  him 
with  stinginess.     The  second,  called  Elpeffidovr),2  is  a  song  of 

f  XaAKerj  irapQevos  elpX,  Mt'Sew  S'  iirl  ffr)/j.a.Ti  KUfxaf 

Ictt'  av  vScop  re  peri,  Kal  SevSpea  fxaKpa.  re9r)\ri, 
7]4\i6s  t  aviwv  (paivri,  Aafiirpy)  re  ffe\r)vri, 
ical  iroTafJ-ol  ir\r)6(M)criv,  avaKAv^r/  5e  Oahaffffa.' 
abrov  TpSe  ixevovaa  iroAvKAavTcp  iirl  rvfi^w 
ayyeAew  irapiovcri,  MiSrjs  oti  T?j5e  Te'flairrcu. 
It  was  by  some  attributed  to  Cleobulus.     It  was  known  to  Simonides,  and 
is  referred  to  by  Plato  {Phadrus,  p.   264)  as  being    a  sort  of  poetical 
Round,  in  which  the  verses  can  be  transposed  without  spoiling  the  sens  • 
2  Awfia  TrpocrTpaTrS/xecrd'  avdpbs  fxeya  Svvafxevoio, 

ts  fieya  fj.lv  Bvvarai,  fxeya  5e  fSpefxei  u\f3t.os  aei. 
aural  avaKAiveaQe  dvpai'  ttAoDtos  yap  taeuriv 
TroAAbs,  ffvv  irAovrq)  Be  Kcd  eixppocrvi'ri  redaAvta, 
tlpi]vr)  t  a.ya.9}],  ucra  5'  ayyta,  fxecrra.  ukv  eifrj, 
KvpfSai-q  5'  cue!  Kara  KapBuirov  tpiroi  fx.d£a. 
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children  going  from  house  to  house  in  autumn  during  Apollo's 
feast,  and  levying  what  they  can  get,  just  as  poor  children  now  go 
about  on  St.  Stephen's  or  May-day.  As  already  observed,  this 
little  piece  ends  with  iambic  trimeters.  It  was  probably  sung 
at  Samos,  but  its  age  is  unknown.  These  two  poems,  both  in 
the  practices  thej  imply,  and  in  the  superstitions  they  mention, 
give  us  one  of  the  few  glimpses  we  have  into  the  life  of  the 
lower  classes  in  early  times.  They  have  nothing  to  do  with 
Homer  or  with  epic  poetry,  but  as  we  have  no  class  of  poetry 
or  of  literature  where  they  could  find  a  natural  place,  they  may 
still  hold  the  place  assigned  to  them  by  the  ancients,  as  vener- 
able fragments  of  what  the  common  people  sang,  while  the 
rhapsodists  were  reciting  their  refined  epics  at  the  courts  of 
kings  and  nobles. 

§  106.  It  may  be  well  finally  to  dispose  in  a  few  words  of  the 
external  history  of  the  collection.  Our  oldest  testimony  to  the 
existence  of  these  Hymns  is  a  citation  by  Thucydides  (iii. 
104)  from  the  first  (to  the  Delian  Apollo).  His  quotation  is 
remarkable  for  differing  considerably  in  expression,  though 
not  at  all  in  sense,  from  our  MSS.,  so  that  there  appears 
to  have  been  much  liberty  allowed  the  rhapsodists  in  the 
rendering  of  their  texts.  The  historian  goes  on  to  cite  the 
famous  personal  passage  in  which  the  poet  describes  himself 
as  '  the  blind  old  man  of  Chios'  rocky  isle ' — a  passage  which 
Thucydides.  and  with  him  all  the  ancients,  considered  as  clear 
proof  of  the  blindness  and  of  the  Chian  parentage  of  Homer. 
Accordingly,  though  seldom  cited  in  antiquity,  the  hymns 
generally  went  under  the  name  of  Homer.  There  seems  to  be 
another  allusion  to  the  same  hymn  in  Aristophanes'   Cleuds, 

toC  7rai8bs  8e  7W7?  Kara  8/</>pa8a  firiaeraL  vfj./xii>, 

■tjfxiovoi  8'  a^ovcri  KparatiroSfs  cs  rdSe  fiw/ACf 

avTT]  8'  l<nbv  ixpaivoi  £ir'  rjhiKTpy  fieBavTa. 

vid/xal  rot,  vevfiai  ivtavatos,  ware  x^'Saiv 

etTTTj/c'  iv  irpoOvpois,  ^i\^j  irdBas'  a\Aa  (pep'  a7^a 

TzLpsa.i  twS'  'Att6a\wvi  yvaxTiSo 

Kai, 

el  jx£v  ti  Sdcreis'  el  8e  /*■}/,  oiix  ec^Tl5|oiue^'• 

oil  yap  <rvvoiK7](TOPTes  cV0d5'  ijAdouev. 
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and  to  the  Pythian  or  second  hymn  in  the  Knights  (v.  1015), 
where  he  quotes  (apparently)  v.  265  ' ;  but  after  his  day,  the  first 
allusions,  and  those  indirect,  appear  in  a  corresponding  hymn 
of  Callimachus,  and  a  note  of  Antigonus  Carystius  about  lyre 
strings.  Though  five  or  six  scholia,  gathered  from  the  Iliad, 
Pindar,  and  Aristophanes,  allude  to  them,  we  do  not  possess  a 
single  remark  upon  them  directly  ascribed  to  the  great  Alexan- 
drian critics.  Diodorus  quotes  the  hymns  generally  as  Homer's, 
and  so  does  Philodemus,  in  one  of  the  recovered  Herculanean 
fragments.  Pausanias  also  speaks  of  Homer's  hymns  generally, 
but  specially  cites  that  to  the  Delian  Apollo,  that  to  the  Pythian, 
and  that  to  Demeter.  Athengeus  cites  the  Hymn  to  Apollo, 
but  hesitates  about  its  authorship.  The  scholiast  on  Pindar 
ascribes  it  to  Kinoethon  of  Chios.  Suidas  and  the  Lives  of 
Herodotus  and  Homer  ascribe  them  without  criticism  to 
Homer. 

Thus  we  find  almost  no  quotations  from  them  in  antiquity. 
There  is  very  seldom  a  reference  to  any  other  hymn  but  that 
to  the  Delian  Apollo.  Yet  about  the  first  century  B.C.  we  find 
the  Hymns  of  Homer  mentioned,  and  Pausanias  seems  specially 
acquainted  with  that  to  Demeter.  The  authors  of  good  Greek 
scholia  cite  them,  and  then  we  lose  all  trace  of  them  till  the 
time  of  Suidas. 

§  107.  Bibliographical.  Our  extant  MSS.  are  late,  none  of 
them  earlier  than  the  fourteenth  century.  Of  these  the  most  re- 
markable is  that  found  at  Moscow  by  Matthiaein  1780,  and  now 
at  Leyden,  for  it  contains  at  the  opening  a  fragment  to  Diony- 
sus, and  next  the  famous  Hymn  to  Demeter,  not  elsewhere  pre- 
served. Nevertheless,  our  best  authority,  Baumeister,  prefers 
the  Laurentian  codex  (Plut.  xxxii.  45),  of  about  the  same  date, 
for  purity  of  text  and  general  merit.  All  the  extant  MSS.  seem 
taken  from  one  older  copy,  now  lost ;  but  the  Moscow  copy 
was  written  by  a  more  learned  scribe  than  the  rest,  and  there- 
fore more  seriously  interpolated  and  emended.  The  archetype 
was  already  damaged,  as  is  shown  by  the  short  fragment  of  the 
Hymn  to  Dionysus,  with  which  the  Moscow  codex  opens.    But, 

1  v-  575>  where  Homer  is  said  to  have  represented  Iris  winged  ;  cf, 
the  schol.  on  the  line,  who  refers  to  the  Hymns. 
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before  it  was  again  copied  by  the  writers  of  our  other  codices, 
it  had  lost  several  more  of  the  early  pages,  which  contained  the 
Hymn  to  Demeter.  From  the  mistakes  made  in  our  MSS.  we 
can  infer  that  even  their  archetype  was  not  very  old,  and 
certainly  not  written  in  capitals.  They  were  first  printed  at 
Florence  in  1488  in  Demetrius'  Chalcondylas'  editio  princeps 
of  Homer.  Then  follow  H.  Stephens,  Joshua  Barnes,  and  the 
Epistola  critica  of  D.  Ruhnken  (1749).  After  the  discovery  of 
the  Moscow  codex  (now  Leidensis),  we  have,  among  others, 
editions  by  F.  A.  Wolf  (Halle,  1796),  by  Ilgen,  a  very  complete 
book,  by  Matthias,  Godf.  Hermann,  and  Franke,  almost  all  with 
the  Batrachomyomachia  and  Trifles  ;  lastly,  and  most  conveni- 
ently, the  Hymns  alone  with  commentary  by  A.  Baumeistei 
(Lips,  i860),  who  has  also  revised  the  text  in  the  Teubner 
series.  Of  translations  I  only  know  the  old  one  of  Chapman 
(reprinted  1858),  of  course  without  the  hymn  to  Demeter; 
but  this  latter  has  suggested  to  Mr.  Swinburne  one  of  his  fines' 
Poems  and  Ballads. 


CHAPTER    IX. 

THE   LATER   HISTORY   OF   EPIC   POETRY.1 

§  1 08.  With  the  so-called  cyclic  poets,  the  natural  course 
of  epic  poetry  had  reached  the  close  of  its  development.  Other 
species  of  poetry  arose  and  satisfied  the  wants  of  a  newer  age. 
The  historical  sense  of  the  Greeks,  late  in  growth  and  slow 
in  development,  at  last  substituted  prose  narrative  of  real 
facts  for  the  poetical  treatment  of  myths.  Nevertheless,  the 
unsurpassed  greatness  of  the  old  masterpieces  perpetually 
tempted  men  of  learning  and  refinement  to  try  a  new  develop- 
ment on  these  models,  which  had  shown  a  sustained  grandeur 
that  no  succeeding  form  or  metre  could  ever  attain.  But  all 
these  attempts  were,  nationally  speaking,  complete  failures, 
though  some  of  them  which  remain  delight  us  by  their  beauty 
and  the  elegance  of  their  execution.2  They  were  in  an- 
cient days  the  study  of  the  learned  few,  in  later  the  arena  for 
displaying  grammatical  accuracy  and  artificial  culture.     Even 

1  This  chapter  offers  no  interest  to  the  general  reader,  and  Apollonius 
is  the  only  literary  figure  which  it  contains.  But  some  information  con- 
cerning the  later  epic  poets  may  fairly  be  demanded  by  the  special  student, 
perhaps  even  because  they  are  obscure. 

2  Chcerilus,  in  an  extant  fragment,  probably  from  the  opening  of  his 
Perseis,  states  the  difficulties  of  the  later  epic  poets  with  good  sense  and 

feeling  : — 

7  A  fxaKap,  oaris  %t\v  neivov  XP&V0V  ?Sp's  aoiSrjs, 
Movcrduiv  Oepdirccv,  or'  aKripaTOS  -qv  %ti  \ei/j.c&v 
vvv  8'  ots  ■Ka.vra  deSacrrai,  ZxovcrL  $*  Treipara  rexvat, 
vararoi  ware  Sp6fj.oi  KaTeXeiirofieff,  ov54  irrj  tcrri 
Tth'T)/  iranraii'O^Ta  veo^uyes  ap/j.a  ireAcurcrai. 
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in  the  last  agonies  of  expiring  heathenism,  the  school  of  Egypt 
poured  out  its  turbid  utterance  of  mystery  and  magic  in  long 
mythological  epics,  which  are  now  unknown  save  to  the  curious 
student  of  obscure  books.  All  these  epics  are  outside  the 
proper  course  of  the  national  literature  of  Greece,  which  seems 
always  to  have  exhausted  all  the  originality  in  each  kind  of 
writing  before  it  passed  on  to  the  next.  Nor  do  they  fall 
properly  within  the  scope  of  this  book,  which  is  concerned 
with  that  literature  which  was  in  Greece  national,  and  not  the 
heritage  of  the  few.  It  seems  well,  therefore,  to  dispose  of 
them  briefly  here,  in  order  to  write  the  history  of  succeeding 
kinds  of  literature  without  interruption.  Those  who  desire 
full  and  accurate  information  on  this  very  dry  and  unprofitable 
subject  will  do  well  to  consult  the  elaborate  and  unwearied 
work  of  Bernhardy,  who  has  devoted  120  very  long  pages  to  a 
thorough  examination  of  these  poems  and  fragments.1 

§  109.  The  earliest  development  of  this  kind  seems  to  have 
been  in  Asia  Minor  about  a  century  after  the  chief  cyclic  poets, 
and  the  favourite  subject  the  adventures  of  Heracles.  These 
were  specially  treated  in  a  poem  called  Heracleia  by  Pisander  of 
Cameirus,  a  poet  of  early  but  unknown  date,  whose  authority  on 
the  labours  of  Heracles  is  often  invoked,  and  who  was  the  first 
to  arm  him  with  the  club  and  lion's  skin.  Asms  of  Samos 
seems  to  have  been  an  equally  early  genealogical  poet,  who  is 
quoted  by  Duris  as  describing  the  luxury  of  the  Ionians  at 
Samos  in  terms  not  unlike  Thucydides'  account  of  the  old 
Athenians.  Athenaeus  cites  a  few  comic  lines  from  an  elegy  of 
the  same  poet,  and  Pausanias  refers  to  him  on  obscure  genea- 
logical questions  about  local  heroes.  These  two  poets  are 
generally  placed  much  earlier  than  those  about  to  be  mentioned, 
and  Diibner 2  believes  there  was  a  long  sleep  of  epic  poetry,  till 
the  excitement  of  the  Persian  wars  caused  it  to  wake  up  again. 
Herodorus  of  Heraclea,  though  a  prose  writer,  was  like  them 
in  subjects  and  style. 

Panyasis,   uncle   of  Herodotus,   a  man  of  political  note 

1  LG.ii.  1,  pp.  538-458. 

2  In  his  Preface  to  the  Didot  ed.  of  the  Epic  fragments,  following 
Suidas'  os  ffiSeffQticrav  t\\v  iroiririKyv  iiravriyaye. 

vol.  I.— 7 
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at  Halicarnassus,  where  he  fought  for  the  freedom  of  the  town 
against  the  tyrant  Lygdamis,  gained  a  good 'deal  of  temporary 
celebrity  by  another  Heradcia,  in  fourteen  books.  Consider- 
able fragments  of  a  social  nature  are  quoted  from  it  by  Stobaeus 
and  Athenaeus,  which  specially  refer  to  the  use  and  abuse  of 
wine-drinking.  They  are  elegantly  written,  and  remind  us 
strongly  of  the  elegiac  fragments  on  the  same  subject  by  Xeno- 
phanes  and  Theognis.  He  was  also,  according  to  Suidas, 
author  of  elegiac  poems,  in  six  books,  called  Ionica,  on  the  anti- 
quities of  Athens,  and  especially  on  the  Ionic  migration.  This 
work  was  not  without  influence  on  his  nephew  Herodotus. 

His  younger  contemporary,  Antimachus  of  Colophon, 
lived  up  to  the  end  of  the  Poloponnesian  War  as  a  very  old 
man,  and  has  been  already  mentioned  (p.  31)  as  one  of  the 
learned  critics  who  published  a  special  edition  of  Homer, 
quoted  in  the  Venetian  scholia.  His  great  interest  in  Homer 
led  him  to  attempt  a  learned  and  scholastic  imitation  (for 
original  genius  he  had  none)  in  a  very  long  and  tedious 
Thebais.  His  Lyde,  an  elegiac  poem,  does  not  belong  to 
the  present  chapter.  He  is  said  by  Plutarch,  in  a  suspicious 
anecdote  {Vit.  Lys.  12),  to  have  contended  for  a  prize  in  a 
laudatory  poem  on  Lysander,  and,  being  defeated,  to  have  de- 
stroyed the  poem.  But  Plato,  he  adds,  being  then  young  and  a 
personal  admirer  of  Antimachus,  consoled  him  with  animad- 
verting on  the  blindness  of  his  critics.  Plato  is  further  said  to 
have  wished  for  a  collection  of  his  poems.  Hadrian  preferred 
him  to  Homer,  and  introduced  him  to  notice  after  he  had  long 
been  forgotten.  It  was  left  for  Mr.  Paley  to  tell  us  that  the  little- 
noticed  edition  of  Antimachus,  the  friend  and  contemporary  of 
Plato,  was  perhaps  the  first  publication  of  the  Iliad  and  Odyssey 
in  their  present  form  !  The  extant  fragments  of  Antimachus 
with  other  epic  poets  are  collected  with  care  by  Dubner 
at  the  end  of  the  Hesiod  in  the  Didot  collection.  They 
have  no  literary  interest,  being  chiefly  citations  to  explain  ob- 
scure words,  which  he  affected,  obscure  myths,  which  he  illus- 
trated or  narrated,  or  lastly,  phrases  either  borrowed  from 
Homer,  or  contrary  to  Homeric  use.  The  Alexandrian  critics 
constantly  quote  him,  and  greatly  admired  him,  and  he  may 


CH.  ix.  ANTIMACHUS,  CHCERILUS.  147 

fairly  be  regarded  the  model  or  master  of  the  Alexandrian  epic 
poets.  This  did  not  save  him  from  the  criticism  and  ridicule 
of  Callimachus.  Quintilian1  speaks  of  him  as  being  indeed 
generally  thought  by  the  learned  as  second  to  Homer,  but  as 
second  by  an  enormous  interval.  Plutarch,  in  his  tract  on 
Talkativeness,  gives  an  amusing  example  of  a  babbler  flooding 
the  man  who  asks  him  a  question  with  his  answer,  which 
comprises  a  whole  history,  '  especially  if  he  have  read  Anti- 
machus  of  Colophon.' 

Chcerilus  (of  Samos  also),  a  younger  contemporary  of 
Herodotus,  and  said  by  Plutarch  to  have  been  intimate  with 
Lysander,  is  remarkable  for  having  attempted  a  great  novelty 
— to  relate  in  the  epic  form  the  very  subject  with  which 
Herodotus  founded  Greek  history.  His  Perseis  sang  thi. 
struggle  of  Hellenedom  with  Persia.  Its  style  is  said  to  have 
been  less  artificial  than  that  of  Antimachus,  who  was  his  rival  in 
the  estimation  of  the  learned.  Only  three  fragments  of  interest 
are  left  us  from  this  poet,  that  above  cited,  then  his  description 
of  the  Jews  in  the  army  of  Xerxes — an  inaccurate  picture, 
but  very  interesting  from  its  early  date — and  lastly  a  striking 
sentence,  supposed  to  be  spoken  by  Xerxes  after  his  defeat.2 
If  a  judgment  upon  such  scanty  evidence  were  allowable,  I 
should  be  disposed  to  agree  with  the  minority,  who  placed  him 
above  Antimachus. 

§  no.  These  three  authors,  together  with  the  older  Asius 
and  Pisander,  are  the  obscure  representatives  of  the  Greek 
epic  poetry  down  to  the  Alexandrian  period,  when  there  was 
larger  room  for  literary  revivals,  as  the  original  genius  of 
the  nation  was  exhausted.  Accordingly,  the  only  later  epic 
which  has  ever  enjoyed  any  real  celebrity  is  the  Argonautica 
of  the  Alexandrian  Apollonius,3  commonly  called  the  Rhodian, 

1  x-  J)  §  53>  Plutarch  de  Garr.  cap.  xxi. 

2  xePa^v  ^  u\jiov  exw>  kvXikos  Tpvcpes  afj.<pls  taySs, 
avOpdv  Sairv/J.oi'uv  vavdyiov,  old  re  ttoAAu 
■n-uev/xa  Aicovvcroio  Trphs"Tj3pios  (KJ3a\ev  a/cras. 

3  Rhianus,  the  editor  of  II  mer,  and  contemporary  of  Eratosthenes, 
was  the  author  of  several  voluminous  epics,  from  one  of  which,  the  Ales- 
seniaca,  Pausanias  quotes  the  romantic  legends  concerning  Aristomenes, 
the  great  Messenian  hero. 
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from  his  long  residence  and  citizenship  there.  He  was  a  pupil 
of  the  famous  Callimachus,  afterwards  his  bitterest  opponent 
on  aesthetic  questions,  and  hence  his  personal  enemy,  on  whom 
Callimachus  wrote  a  bitter  libel,  the  Ibis}  Ultimately  he  suc- 
ceeded Eratosthenes  as  librarian  in  Alexandria.  Apollonius, 
indeed,  deserves  more  than  a  passing  notice.  The  aspect  of 
criticism  has  veered  constantly  as  regards  him,  nor  can  his  posi- 
tion be  yet  considered  finally  determined.  For,  on  the  one 
hand,  we  find  a  good  many  enthusiastic  admirers,  especially 
among  older  scholars,  who  see  in  him  a  man  of  genius,  and  in 
his  poems  not  only  a  revival  of  an  old  and  splendid  style,  but 
a  revival  with  distinct  and  original  features.  By  them  he  is 
praised  as  one  of  the  greatest  lights  in  Greek  literature.  On 
the  other  hand,  the  general  neglect  of  later  critics,  backed  by 
that  of  our  classical  public,  consigns  him  to  that  oblivion  in 
which  all  Alexandrian  work,  except  that  of  Theocritus,  has  lain 
during  the  present  century.2  This  judgment  is  so  completely 
based  upon  neglect,  not  upon  critical  censure,  that  we  may  well 
hesitate  to  endorse  it,  and  may  turn  to  a  brief  examination  of  a 
work  once  so  famous,  and  so  largely  commented  on  in  the  days 
of  the  scholiasts,  but  which  is  now  almost  a  novelty  to  the 
majority  of  our  scholars. 

The  poem 3  opens  with  a  catalogue  of  the  heroes,  and  a  very 
picturesque  description  of  their  departure,  amid  the  tears  and 
sympathy  of  their  relations  (i.  247,  sq.).  It  then  proceeds 
to  narrate  their  various  adventures  on  the  journey.  The 
writing  is  simple,  and  little  ornamented,  as  if  the  poet's 
main  object  had  been  to  record  geographical  and  mythical 
lore,  and  not  to  fascinate  the  reader  by  his  fancy.  There  are 
few  and  short  digressions  throughout  the  work,  too  few,  indeed, 
for  an  epic  on  the  old  model.  The  more  ornate  passages 
in  the  first   book   are    the   descriptions  of  the   song  of  Or- 

1  Cf.  Mr.  Ellis's  learned  article  on  this  quarrel  in  the  Academy  for  Aug. 
30,  1S79. 

2  The  same  variance  of  opinion  existed  of  old,  while  Virgil  must  have 
greatly  admired  him,  and  Varro  Atacinus  translated  him ;  Quintilian  speaks 
of  his  poem  as  non  contemnendum  opus  aquali  quadam  mediocritate. 

3  It  is  arranged  in  four  books,  but  each  of  them  so  long  as  to  equal  two 
books  of  Homer.     The  whole  amounts  to  some  5,800  lines. 
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pheus,  which  is  justly  described  as  Thcogotiic  in  character, 
of  the  cloak  of  Jason,  and  lastly  some  similes  which  are  not 
very  apt  (as  the  scholiasts  note),  except  a  very  fine  one  compar- 
ing Heracles,  when  he  hears  of  the  loss  of  Hylas,  to  a  bull 
maddened  by  a  gadfly.1  It  may,  indeed,  be  here  remarked  that 
the  poet's  similes  are  rather  introduced  for  their  prettiness  than 
for  their  aptness,  and  that  when  he  expands  one  taken  from 
Homer  (as  in  ii.  543,  sq.)  he  does  not  improve  it. 

In  the  second  book,  which  continues  the  adventures  of  the 
Argo,  the  description  of  the  miseries  of  Phineus  is  very  in- 
teresting, as  is  also  the  stirring  account  of  the  passage  of  the 
Symplegades.  Various  curious  notices,  such  as  that  of  the 
'black  country'  of  the  Chalybes  and  the  couvade  of  the  Tiba- 
reni,2  maintain  our  interest,  which  is,  however,  the  same  kind  of 
interest  as  that  excited  by  Xenophon's  prose  narrative  on  the 
same  topics  towards  the  close  of  his  Anabasis. 

In  the  third  book  we  are  introduced  to  the  second  great 
subject,  which  is  combined  with  the  adventures  of  the  Argo- 
nauts— the  passion  of  Medea.  It  is  this  intensely  dramatic  ele- 
ment which  gives  the  poem  its  main  value,  and  is  an  unique 
phenomenon  in  old  Greek  epic  literature.  This  book  is  so 
vastly  superior  to  all  the  rest,  that  we  at  once  suspect  the 
existence  of  some  great  model,  from  which  Apollonius  must 
have  copied  his  great  and  burning  scenes.  But  we  look  in  vain 
through  scholiasts  and  older  poets  for  such  a  model.  Sophocles' 
Cole/nans,  which  were  on  this  subject,  certainly  did  not  make 
the  psychological  drawing  of  Medea  prominent,  or  we  must 
have  heard  it  from  the  commentators  either  on  Apollonius, 
or  on  Euripides'  Medea.  This  latter  picture  is  quite  distinct 
from  that  of  Apollonius,  and  he  has  not  borrowed  from  it. 
There  is,  indeed,  a  sort  of  modernness,  a  minuteness  of  psycho- 
logical analysis  in  Apollonius,  which  we  seek  in  vain  even  in 
Euripides,  the  most  advanced  of  the  classical  poets.  The 
scene  where  Medea  determines  in  her  agony  to  commit  suicide, 
but  recoils  with  the  reaction  of  a  strong  youthful  nature  from 
death,   is   the  ancient  parallel,  if  not  the  prototype,   of  the 

1  496,  sq.,  vv.  721-68,  and  vv.  1265,  sq. 

2  178,  sq.,  and  especially  vv.  305-6,  551,  sq.,  v.  1002. 
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splendid  scene  near  the  opening  of  Goethe's  Faust,  and  is  well 
worth  reading.1 

It  is  very  strange  that  the  third  hook  of  the  Argonautica 
has  not  maintained  a  high  place  in  public  esteem.  Adverse 
critics  note  that  the  character  of  Jason  fades  out  before  the 
stronger  Medea,  and  that  he  is  the  prototype  of  Virgil's  ^Enear  2 

1  'H  Kal  <pwpia/j.bv  fxereKia9ev,  f;  tvi  iroAAa 
(pdp/xaKa  ol  ra  /j.ev  eo~8Aa,  ra.  5e  f>aiffri)pi   eiceiro. 
ev9e/j.evr]  8'  eirl  yovvar'  oBvpero.  Seve  Se  k6\ttovs 
a\\7}KT0v  SaKpvoLffi,  ra.  8'  eppeev  ao~rayes  avTw?, 
div   d\o(pvpolu4i>T]s  rbv  ebv  fiSpov.  'iero  8'  r;  ye 
(p6.piJ.aKa  Ae'|acr0ai  9vp.o<p96pa,  Tocppa  Trdaatro. 
•^'St;  Kal  Secrp-obs  aveAvero  cpccpia/xoTo, 

e^eAeeiv  pe/iavTa  ovo~dp.f.iopos. — aAAa  ol  a<pvta 
Se7fi   oAobv  arvyepolo  Kara  cppevas  rjAff  'Ai'Sao. 
eaxero  S'  afitpaairj  Srjpbv  xpovov,  a/j.<pl  Si  iraaai 
6v/.i7]dus  fiiOTOio  /j.eArjb'Sves  IvSaAAovro. 
fivfjaaro  fj.lv  repiri'U!V/  oa   evl  £a>o7o~i  weAovrai, 
yuWjcraO'  6/j.7]AiK'njs  Trepiy7]9eos,  old  re  Kovpi)  ■ 
nai  re  ol  rieAios  yAvKiwv  yever   elffopdaadai 
•J)  -wdpos,  el  ereov  ye  vow  erre/xaUd'  eKaara. 
Kal  rrjv  fxev  pa  iraAiv  acperepwv  a.iroKar9ero  yovvuv, 
"Hprjs  evveo~lrjo~L  fierdrpoiros,  ovS'  en  jSouAas 
&\Ari  8oid£eo~Kev  '  eeASero  S3  afya  <pav7]va. 
7)a>  reAAo/J.evr]v,  'Iva  ol  9eAKrr\pia  Solr] 
(pappaica  auv9ea'nicn  Kal  avri]aeiev  e's  uirr\v. 
■KVKva.  8'  avd  KArjiSas  ewv  AveaKe  9vpdu>v, 
a"y\rjv  ffKe-KTop.evq'  ry  8'  acrirdaiov  /3aA€  (peyyos 
'Hpiyevys,  Kivvvro  8'  ava  irroAle9pov  eKacrrot. 
Other  remarkable  passages  are  vv.  615,  sq.,  and  961-71. 
€/c  5'  apa  ol  KpaSiri  o~rr)9eaiv  ireaev,  u/xixara  8'  avrcas 
ijXAvcrav  ■  9ep/j.bv  5e  TraprjiSas  ei'Aef  epev9os. 
yovvara  8'  ovr   orclaw  ovre  Trpoirapot9ev  ae7pai 
ea9evev,  aAA"  virevep9e  irdyr]  iroSas.  al  8'  apa  reius 
a,u<p'nroAoi  /xaAa  iracrai  a7rc»  acpeicav  eAiaa9ev. 
to)  8'  avew  Kal  avavSot  icpearacrav  aAAriAoicriv, 
t)  Spvalv  3)  ixaKpriffiv  eetSS/xevot  eAaryaiv, 
aire  irapaffcrov  6kt)Aoi  ev  ovpeaiv  ep'pi^covrat 
vrive/jLirf  fxera  8'  avris  virb  j3i7iTjs  avefxoio 
Kivvjxevai  bfia5-r\o-av  cnrelpLTOV  •  &s  &pa  roi  ye 
fieAAov  aAis  (p9ey^aff9ai.  virb  irvoifiaLV  'Epcoroj. 

2  Indeed  Virgil's  obligations  to  Apollonius  may  be  traced  on  every 
page  of  the  ^Eneid. 
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but  this  tradition  was  already  established  by  Euripides  in  his 
Medea. 

The  fourth  book  returns  to  the  fabulous  adventures  of  the 
heroes,  during  which  Medea  only  appears  occasionally,  and 
generally  as  supplicating  their  sympathy  or  reproaching  thern 
for  their  coldness  in  protecting  her  from  the  pursuit  of  her  father. 
But  the  main  interest  to  modern  readers  is  gone.  The  poet 
often  lets  his  own  person  appear,  and  even  once  apologises  for 
telling  an  improbable  myth. l  Two  picturesque  scenes,  the  play- 
ing of  Eros  and  Ganymede,  and  the  description  of  the  Hesperides 
with  the  wounded  dragon,2  are  evidently  drawn  from  celebrated 
pictures,  or,  as  some  think,  from  groups  of  statuary.  The 
frequent  breaking  off  with  '  why  should  I  pursue  the  subject 
further,'  or  some  such  excuse,  also  points  to  the  modern  condi- 
tion of  the  poet,  encumbered  with  an  endless  store  of  traditions. 
His  slightly  veiled  scepticism  produces  a  similar  impression. 

§  in.  Bibliographical.  As  to  MSS.,  the  principal  one,  which 
far  exceeds  all  the  rest  in  value,  is  in  that  most  famous  of  all 
books,  the  Plut.  xxxii.  9,  of  the  Laurentian  library  at  Florence, 
which  contains  a  copy  of  the  tenth  century,  along  with  the 
equally  invaluable  MSS.  of  ^Eschylus  and  Sophocles.  There 
are  twenty-five  others  known,  at  the  Vatican,  at  Paris,  and  else- 
where. But  all  critical  work  must  depend  upon  the  Medicean 
codex.  From  it  the  editio prificeps  of  Lascaris  (in  capital  letters, 
Florence,  1496)  was  prepared,  the  Aldine  (Venet.  1521)  from 
the  three  Vatican  MSS.  Then  comes  the  edition  of  Stephanus. 
There  are,  besides,  editions  by  Brunck,  Shaw  (Oxon.  1777), 
and  Schaefer.  The  newer  are  Wellauer's  text,  scholia  and 
complete  indices  (Leipsig,  1828),  Lehrs'  (with  Hesiod,  &c. 
ed.  Didot),  Merkel's  critical  text  (in  Teubner's  series,  1872), 
and  Keil  and  Merkel's  edition  in  1S54,  with  critical  notes, 
and  all  the  scholia— a  fine  book.  In  all  these  editions  the 
Greek  scholia  form  the  most  important  element.  Those  of 
the  Florentine  MS.  are  very  old  and  valuable,  and  are  said  at 
the  end  of  the  book  to  be  selected  from  Lucillus  Tarraeus, 
Sophocles,  and  Theon.  These  men's  notes  are  chiefly  on 
mythological  lore,  but  also  give  many  valuable  explanations, 
1  iv.   1379.  2  iii.  114,  sq.,  and  iv.  1395,  sq. 
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and,  especially  on  the  first  book,  cite  the  version  of  the  poet's 
earlier  edition  which  was  then  still  extant.  They  criticise  the 
speeches  from  a  rhetorical  aspect,  and  occasionally  censure  the 
similes,  which  they  analyse  with  prosaic  accuracy.  Perhaps 
the  most  curious  point  in  them  is  their  frequent  objecting  to 
the  poet's  use  of  pronominal  adjectives,  which  they  roundly 
(and  I  think  rightly)  assert  he  did  not  understand.1  The 
Paris  MSS.  contain  a  great  many  grammatical  additions  of 
later  date.  There  are  said  to  be  three  English  translations, 
by  Fawkes,  Greene  (1780),  and  Preston  (1803),  none  of  which 
I  have  been  able  to  find.  They  have  fallen  into  such  oblivion 
as  to  be  now  rare,  even  in  large  libraries. 

§  1 12.  I  know  not  whether  it  is  worth  wearying  the  reader  with 
the  later  history  of  epic  poetry.  But  as  this  obscure  and  feeble 
after-growth  will  give  some  idea  of  the  sort  of  contrast  which 
exists  between  classical  and  post-classical  literature,  I  will  for 
once  inflict  upon  him  a  page  of  names  and  titles.  These  will 
serve  me  as  a  good  apology  for  having  avoided  any  fuller  treat- 
ment of  the  Alexandrian  epoch. 

In  the  age  of  Apollonius,  we  have  the  epic  studies 
among  the  poems  of  Theocritus,  which  have  been  already 
mentioned,  but  they  seem  to  me  more  in  the  style  of  the 
Homeric  Hymns  than  of  the  longer  Homeric  epics.  They  are 
careful  and  very  perfect  studies  by  the  learned  Alexandrian  of 
the  old  epic  style  in  short  and  complete  episodes — in  fact,  idylls 
in  the  strictest  sense  of  the  term. 

The  Europe  of  Moschus  (about  3rd  cent.  a.d.  )  seems  to  be  an 
epic  idyll  of  the  same  kind,  of  great  elegance  and  finish,  but 
with  the  erotic  element  more  prominent  than  would  have  been 
natural  to  the  real  epic  age.  The  description  of  the  basket  of 
Europe  (vv.  37-63)  is  elaborated  almost  like  that  of  the  shields 
of  Achilles  and  Heracles,  and  perhaps  marks  the  contrast 
in  the  old  and  the  new  epic  significantly  enough.  In  the 
same  category  may  be  classed  the  Megara,  or  dialogue,  of 
125  lines,  between  Megara  and  Alcmene,  concerning  the  absent 
Heracles,  which  is  attributed  to  the  same  poet.  This  poem, 
like  most  of  the  short  epic  fragments  of  the  Alexandrian  epoch, 
1  Cf.  schol.  on  ii.  544 ;  iii.  1S6,  395,  600,  795  ;  iv.  1327. 
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is  not  a  whole  in  itself,  but  a  sort  of  fragment,  as  it  were, 
intended  for  a  longer  poem.  This  Megara  ends  with 
the  dream  related  by  Alcmene,  which  evidently  portends  the 
death  of  Heracles.  These  somewhat  monotonous  but  elegant 
exercises  will  be  most  easily  consulted  in  Ahrens'  Bucolici 
(Teubner,  1875),  where,  however,  too  many  of  the  Theocritean 
collection  are  called  spurious,  and  printed  at  the  end  of  the 
volume. 

§  113.  From  this  period  onward  there  is  a  long  gap  in  our 
epic  records,  though  we  know  that  sophists  and  grammarians 
paid  much  attention  to  this  style,  and  that  the  Indian  adventures 
of  Alexander  gave  rise  to  a  taste  for  Indian  and  other  Orien- 
tal fables,  and  especially  descriptions  of  the  Indian  adven- 
tures of  Bacchus.  But  we  find  no  enduring  result  till  the 
beginning  of  the  fifth  century,  when  an  epic  school  was  founded, 
principally  in  Upper  Egypt,  and  of  whom  two  representatives 
are  well  known — Nonnus  and  Musoeus.  There  are  several 
others  mentioned  in  the  fuller  literature  of  the  time.  First, 
Quintus  Smyrnoeus  (called  Calaber,  from  the  finding  there  of 
the  MS.),  who  wrote  a  continuation  of  Homer  in  fourteen 
books,  thus  taking  up  the  work  of  the  cyclic  poets,  who  were 
probably  lost  before  his  time.  Then  Tryphiodorus,  who  wrote 
an  Odyssey  and  an  extant  Capture  of  Troy,  in  some  700 
lines,  and  Colluthus,  who  wrote  a  Rape  of  Helen.  These 
latter  were  Egyptians,  and  lived  in  the  fifth  or  sixth  century. 
They  can  be  conveniently  studied  in  the  Didot  collection, 
in  which  they  are  all  printed  after  Hesiod.1  But  these 
works  are  not  worth  describing.  Nonnus  only,  standing 
between  the  living  and  the  dead,  composing,  on  the  one  hand, 
his  long  epic  on  the  adventures  of  Dionysus,  and,  on  the  other, 
his  paraphrase  of  St.  John's  Gospel  into  Homeric  hexameters, 
is  a  most  interesting  figure,  though  beyond  the  scope  of  the 
historian  of  Greek  classical  literature.     Even  the  life  of  Christ 

1  Before  the  publication  of  this  most  useful  volume  (edited  by  F.  S. 
Lehrs  and  Dubner),  the  later  epics,  and  the  fragments  of  the  earlier,  were 
very  inaccessible,  and  only  to  be  found  in  old  uncritical  or  stray  modern 
editions.  Most  unaccountably,  the  epic  of  Nonnus  is  excluded  from  this 
otherwise  complete  collection,  which  includes  even  Tzetzes. 

7* 
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was  put  together  in  Homeric  hexameters,  called  Centoncs 
Homerici,  which  were  attributed  to  the  Empress  Eudocia,  and 
thought  worthy  of  being  printed  by  Aldus  (1501)  and  Stephens 
(1568),  but  apparently  as  Christian  literature. 

The  Hero  and  Leander  of  Musseus  has,  perhaps,  maintained 
a  higher  place  and  greater  popularity  than  any  of  the  poems  of 
this  later  age,  and  deserves  it  from  the  exceeding  sweetness  and 
pathos  of  both  style  and  story.  But  it  is  hard  to  find  a  reader 
who  has  ever  seen  the  original,  though  it  has  been  immortalised 
by  Byron  in  his  Bride  of  Abydos,  and  thus  kept  alive  in  modern 
memories. 


CHAPTER  X. 

THE    RISE   OF    PERSONAL   POETRY   AMONG   THE   GREEKS. 

§  114.  There  is  a  sort  of  general  impression  produced  by 
the  marked  divisions  of  Greek  Literature  in  our  handbooks,  that 
the  newer  kinds  of  poetry  did  not  arise  till  the  epic  had  decayed, 
and  that  this  latter  quickly  disappeared  before  the  splendour 
and  variety  of  the  new  development.  This  is  a  great  mistake. 
The  most  celebrated  and  popular  of  the  cyclic  poets  were  either 
contemporary  with,  or  even  subsequent  to,  the  greatest  iambic 
and  elegiac  poets,  and  the  revival  cf  epic  poetry  about  the 
time  of  the  Persian  wars,  and  again  at  Alexandria,  proves  how 
deep  and  universal  a  hold  it  maintained  upon  the  Greek  mind. 
Nevertheless,  after  the  opening  of  the  seventh  century  B.C.  it 
ceased  to  supply  the  spiritual  wants  of  the  Greeks  of  Asia 
Minor.  No  successor  worthy  of  the  poets  of  the  Iliad  and 
Odyssey  had  arisen,  and  the  Greek  public  were  not  satisfied 
with  the  perpetual  recitation  of  these  old  masterpieces.  They 
were  still  less  attracted  by  long  mythical  histories  in  epic  verse, 
which  pretended  to  be  epic  poems,  but  missed  the  tragic  unity 
necessary  to  interest  the  hearer,  and  seemed  rather  designed  to 
instruct  the  calm  reader  in  mythical  lore  than  to  satisfy  the 
longings  of  the  heart,  or  feed  its  emotions.  While,  therefore, 
epic  poetry  was  making  no  advance,  the  social  and  political  deve- 
lopment of  the  Asiatic  Greeks  was  growing  with  giant  strides. 
Contact  with  the  old  Empires  of  the  East  gave  them  material 
culture,  while  traffic  with  barbarians  brought  them  wealth  to 
carry  out  their  ideas.  Perpetual  conflicts,  and  fusions  of  classes, 
and  adventures  of  war  and  of  travel — in  the  Odyssey  still  the 
appanage  of  kings — brought  out  the  feeling  of  personality,  of 
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self-importance  in  the  poorer  classes,  and  this  feeling  could  not 
but  find  its  expression  in  popular  poetry. 

We  cannot  sever  the  poets  of  this  age  according  to  their 
metres,  for  they  almost  all  used  various  metres  indifferently ; 
nor  even  according  to  their  dialect,  for  this  often  varied 
with  the  metre  ;  nor  does  Melic  poetry  stand  in  any  real  con- 
trast (as  to  content)  with  elegiac  and  iambic.  The  division 
which  I  desire  to  follow  is,  first,  subjective  or  personal  poetry, 
including  the  early  elegiac,  iambic,  trochaic,  and  such  like 
verse,  also  those  more  strictly  lyric  poems  which  are  called 
yEolic,  and  in  which  Alcaeus  or  Sappho  sang  their  personal  joys 
and  griefs  ;  secondly,  public  or  choral  poetry — in  this  age 
always  lyric,  which  consisted  of  those  hymns  to  the  gods,  or 
processional  odes,  or  songs  of  victory  which  were  of  public  sig- 
nificance, and  into  which  the  poet  only  accidentally  introduced 
his  personality.  These  public  poems  were  not  at  first  com- 
posed by  special  bards,  but  as  schools  and  tendencies  became 
fixed  and  developed,  poets  like  Stesichorus  and  Pindar  came  to 
devote  themselves  almost  exclusively  to  this  side. 

§  115.  As  I  have  already  explained  (p.  4),  short  lyrical  effu- 
sions were  never  wanting  among  the  Greeks,  and  irregular  or  vary- 
ing metres  were  already  common  among  the  people,  when  the 
long  pompous  hexameter  was  constructed  by  educated  men,  and 
raised  to  the  universal  form  of  higher  literature.  Short  halting 
rythms  for  fun  and  ridicule,  bold  anapaests  for  war  and  for 
procession — these  were  no  new  inventions  among  the  Greeks. 
Yet  this  in  no  way  detracts  from  the  capital  merit  of  the  great 
man  who  felt  that  epic  poetry  had  exhausted  its  national  his- 
tory, and  that  he  must  seek  among  the  people,  and  among  the 
songs  of  the  people,  the  inspiration  for  a  renovation  of  poetry. 
The  ancients  are  unanimous  about  the  man,  and  fairly  agreed 
as  to  his  date,  which  they  mark  by  the  reign  of  Gyges,  king  of 
Lydia.1     Later  researches  have  brought  the  date  of  Gyges  con- 

1  It  is,  indeed,  fixed  by  his  frag.  25  (ed.  Bergk,  whose  Fragg.  Poet.  Lyr. 
I  quote  throughout),  quoted  by  a  scholiast  as  the  earliest  use  of  the  word 
rvpavvis  : — 

oij  fj.01  ra  Tvyeca  tov  iroAvxpvo~ov  /xe\et, 

ou5'  d\e  iru>  /xe  £?;Aos,  oi)5'  aya.iop.ai 

Bewv  cpya,  peyaKris  5'  ovk  ip4u  TvpavvtSos' 

airSirpoQtu  yap  ecmv  b<pQa\txSiv  ipQiv. 
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siderably  below  700  B.C.,1  so  that  while  Hesiod  was  in  the 
poor  and  backward  parts  of  central  Greece  modifying,  with 
timid  hand,  the  tone  and  style  of  epic  poetry,  without  aban- 
doning its  form,  Archilochus,  storm-tost  amid  wealth  and 
poverty,  amid  commerce  and  war,  amid  love  and  hate,  ever  in 
exile  and  yet  everywhere  at  home — Archilochus  broke  alto- 
gether with  the  traditions  of  literature,  and  colonised  new  terri- 
tories with  his  genius. 

The  remaining  fragments  show  us  that  he  used  all  kinds  of 
metre — elegiac,  iambic,  trochaic  and  irregular  lyric.  He  is  often 
said  to  have  invented  iambic  and  elegiac  verse.  But  we  know 
that  older  poems,  such  as  the  Margites,  contained  iambics,  and 
this  verse  seems  associated  from  the  beginning  with  the  feasts 
of  Demeter,2  who  was  specially  worshipped  at  Paros,  where 
Archilochus  was  born.  And  no  doubt  all  the  other  metres  he 
used,  though  improved  and  perfected  by  his  genius,  were  known 
among  the  people. 

One  of  them,  however,  deserves  special  mention,  because 
even  the  ancients  felt  an  interest  about  its  origin — the  so-called 
elegiac.  The  word  eXsyoc  (iXeyeloy)  can  hardly  be  originally  a 
Greek  word,  and  seems  of  Phrygian  derivation.  It  was  applied 
in  early  times  to  a  melody  of  plaintive  character  on  the 
Phrygian  flute,  whether  with  or  without  a  song  is  uncertain. 
The   old   shepherd's  pipe  (avpiyt,)  seems  to  have  been  sup- 

Archilochus  further  mentions  the  devastation  of  Magnesia  by  the  Kim- 
merians.  The  evidence  is  summed  up  by  Susemihl  in  a  learned  note  to 
his  translation  of  Aristotle's  Politics  (vol.  ii.  p.  185). 

1  Cf.  Gelzer's  curious  paper  Das  Zeitalter  des  Gyges,  who  fixes  his  reign 
at  687-53  B.C.  by  references  to  him  in  Assyrian  inscriptions. 

2  This  is  described  in  the  legend  as  the  cheering  of  the  sad  goddess  by 
the  maid  Iambe  and  her  coarse  wit.    Cf.  Hymn  to  Demeter,  v.  199,  sq.  : — 

Ovfie  TIV    OVT    €7T€J  irpOffTTTlKTireTO   OVTS  T£   tpjCjl 

a\\'  ayeAacrros,  &ira<TTOs  iSrjrvos  7]8e  ttot^tos, 
tjctto,  Tt69cj>  fjiivvdovffa  /3a6v£wvoio  Ouyarpbs, 
■Kpiv  y  ore  87/  xAeujjs  fj.iv  'lajxfiri  k48u  el8v?x 
TroWa  TrapaffKWTTTOva'  erpe'iJ/aTO  irirviav,  ayvfy; 
/xeitriffai  yeAacrai  re  Ka\  'LXaov  ffx^v  9vfj.6v 
%  8?;  ol  Kal  eireiTa  /ledvcrrepov  eijaSev  bpycun 
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pianted  by  this  better  instrument  (avAoc),1  made  of  reeds, 
which  is  alluded  to  in  the  marriage  scene  in  Iliad  2,  and  in  the 
description  of  the  Muses  in  the  Hymn  to  Hermes.  But  the 
name  elegy  was  gradually  restricted  to  that  peculiar  modification 
of  hexameters,  by  interposing  the  halting  pentameter,  which 
remained  through  the  rest  of  Greek  history  a  favourite  mode 
of  expression  in  personal  poetry.  We  have  all  manner  of  sub- 
jects treated  in  this  metre — morals,  military  and  political  exhor-  . 
tations,  proverbial  reflections,  effusions  of  love  and  grief,  epi- 
grams of  praise  and  epitaphs  of  sorrow — so  much  so  that  it  is 
difficult  to  say  what  is  its  proper  province.  Perhaps  there 
are  three  points,  and  three  points  only,  which  may  be  called 
permanent  features  in  elegiac  poetry.  In  the  first  place,  it  is 
personal,  subjective  as  the  Germans  call  it,  and  this  feature 
comes  out  plainly  enough  even  where  the  poet  is  discussing 
public  topics,  as  in  Solon's  elegies,  or  narrating  epic  myths,  as 
Antimachus  in  his  Lyde.  Even  these  were  strictly  personal 
poems.  In  the  second  place,  it  is  almost  always  secular,  reli- 
gious poetry  being  either  hexameter  or  strictly  lyric  in  form. 
Thirdly,  it  is  Ionic,  and  except  in  the  case  of  epigrams  or 
epitaphs,  which  are  always  of  a  local  colour,  is  restricted  to  the 
dialect  where  it  first  arose. 

We  usually  speak  of  the  elegiac  poets  of  Greece  as  if  they 
were  a  distinct  class,  but  there  is  hardly  one  of  them  at  this  epoch 
who  did  not  use  various  metres,  as  appears  even  from  the  extant 
fragments.  Thus  Archilochus,  so  celebrated  for  his  iambic  satire, 
used  the  elegiac  metre  freely  and  with  great  elegance ;  Tyrtseus 
employed  anapaests,  and  Solon  iambics.  There  is  in  fact 
hardly  an  early  poet  of  whom  we  know  much,  except  perhaps 
Mimnermus,  who  does  not  follow  the  example  of  Archilochus 
in  the  use  of  various  metres.  The  previous  use  of  elegiacs,  of 
which  the  invention  was  attributed  to  Archilochus,  may  perhaps 
be  established  by  the  alleged  quotations  from  Callinus,  a  poet 
of  Ephesus  about  the  fourteenth  Olympiad  (720  B.C.),  who  during 
the  conflicts  of  Magnesia  with  his  native  town,  and  during  the 

1  Mr.  Chappell  has  shown  {Hist,  of  Music,  i.  p.  276)  that  it  was  pro- 
bably constructed  on  the  clarinet  principle,  with  a  vibrating  tongue  of 
reed  inside  the  mouthpiece. 
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dreadful  invasions  of  the  Kimmerians,  wrote  warlike  exhorta- 
tions in  elegiac  metre,  of  which  a  considerable  fragment  has  been 
preserved  by  Stobseus.  There  is,  however,  considerable  doubt 
whether  this  passage  is  not  the  work  of  Tyrtaeus,  or  some  other 
early  poet,  and  the  shadowy  figure  of  Callinus  can  hardly  stand 
for  us  at  the  head  of  this  department  of  Greek  poetry,  though 
Strabo  distinctly  asserts  him  to  have  been  slightly  anterior  to 
Archilochus. 

§  1 16.  This  latter  poet  is  plainly  the  leading  figure  in  the  new 
movement,  and  a  strong  and  vigorous  personality,  who  spoke 
freely  and  fearlessly  of  all  his  own  failings  and  misfortunes.1  He 
was  born  of  a  good  family  at  Paros,  but  lived,  owing  to  poverty, 
a  life  of  roving  adventure,  partly,  it  appears,  as  a  mercenary 
soldier,2  partly  as  a  colonist  to  Thasos  ;  nor  do  his  wanderings 
appear  to  have  been  confined  to  eastern  Hellas,  for  he  speaks 
in  praise  of  the  rich  plains  about  the  Siris  in  Italy  (frag.  21). 
He  was  betrothed  to  Neobule,  the  youngest  daughter  of 
Lycambes,  his  townsman  ;  but  when  she  was  refused  him,  pro- 
bably on  account  of  his  poverty,  he  vented  his  rage  and  dis- 
appointment in  those  famous  satires,  which  first  showed  the 
full  power  of  the  iambic  metre,  and  were  the  wonder  and  the 
delight  of  all  antiquity.  He  ended  his  life  by  the  death  he  doubt- 
less desired,  on  the  field  of  battle.  In  coarseness,  terseness,  and 
bitterness  he  may  justly  be  called  the  Swift  of  Greek  Literature. 
But  even  the  scanty  fragments  of  Archilochus  show  a  range  of 
feeling  and  a  wideness  of  sympathy  far  beyond  the  complete 
works  of  Swift.     He  declares  Mars  and  the  Muse  to  be  his 

1  'Critias  (says  ^Elian,  Var.  Hist.  x.  13)  blames  Archilochus  for  re- 
viling himself  extremely,  for  had  he  not  (says  he)  circulated  this  charac- 
ter of  himself  through  the  Greek  world,  we  should  not  have  learned  that 
he  was  the  son  of  Enipo,  a  slave,  or  that,  having  left  Paros  on  account 
of  poverty  and  distress,  he  came  to  Thasos,  and  there  quarrelled  with  the 
inhabitants  ;  or  that  he  reviled  alike  friends  and  enemies  ;  nor  should  we 
have  known  in  addition,  but  for  his  own  words,  that  he  was  an  adulterer, 
nor  that  he  was  licentious  and  insolent ;  and,  worst  of  all,  that  he  threw 
away  his  shield.' 

2  Mercenary  soldiers,  generally  thought  to  belong  to  a  later  age,  were 
common  at  that  time,  for  the  Greeks  were  always  ready  to  sell  their  ser- 
vices to  the  rich  Asiatic  kings.      Cf.  Archil,  fragg.  24,  58. 
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enduring  delights,  but  yet  what  can  be  more  passionate  than  his 
love  and  his  hate  in  all  other  human  relations?  He  has  noble 
passages  of  resignation  too,1  which  sound  like  the  voice  of  his 
later  years,  when  his  hardest  taskmaster  had  lost  his  sway. 
But  even  these  are  as  nothing  compared  to  the  real  gush  of 
feeling  when  he  describes  his  youthful  passions,2  his  love  for 
Neobule,  passing  the  Homeric  love  of  women.  Here  he  has 
anticipated  Sappho  and  Alcaeus,  as  in  his  warlike  elegies  he 
rivalled  Tyrtseus,  in  his  gnomic  and  reflective  wisdom  Solon  and 
Theognis,  in  his  jibes  Cratinus  and  Aristophanes,  in  his  fables 
iEsop. 

Of  his  Hymns  to  Heracles  and  Dionysus  we  are  not  able 
to  form  any  opinion.  Moreover  these  belong  to  the  choral  lyric 
poetry  of  the  Greeks,  which  we  separate  and  regard  under  a 
different  head.  But  it  is  clear  that  his  Hymn  to  Heracles  and 
Iolaus,  also  called  an  Epinikion  of  Heracles,  after  his  labours, 
was  so  popular  that  it  was  regularly  sung  at  Olympia  by  a 
friendly  chorus  in  honour  of  the  victors  on  the  day  or  evening 
of  the  victory.  This  the  scholiasts  on  Pindar's  ninth  Olympian 
ode  tell  us,  and  the  custom  must  have  lasted  till  the  later 
lyric  poets  Simonides  and  Pindar  were  paid  to  write  special 
odes  for  these  occasions.  It  is  remarkable  that  in  this  hymn, 
of  which  the  scholiasts  just  mentioned  have  preserved  two  or 
three  lines,  the  leader  sung  the  refrain  (in  the  absence  of  an 
instrument),  while   the  chorus   sang  the   body  of  the  hymn. 

1  Frag.  66  :   &v/j.€,  Qvjx  aiXTixavoiffi  K-qdecriv  Kviccli/xeve, 

[&veX*]  Sucrfxtwciv  5'  aAe'|ev  irpoa^aXwv  ivavriov 
(nipvov,  ivSoKoTcriv  £x®P&v  irXrjatov  icaTaaradels 
a.(T(paXeais'  Kal  jX7\re  vikwv  d/x^oSrjj/  ayaAAeo, 
jttTjre  vtKr\Qi\s  iv  oYnqi  KaTaireffwv  oSvpeo' 
aAAa  xapToTcriv  re  xa''Pe  Ka^  Kd.Ko7crip  curxaAa 
fj.T]  AirjV  yiyvcocTKe  S5  oTas  pucr/.ibs  avOpclirovs  fXe^ 

Cf.  also  fragg.  56,  74. 

2  Frag.  84  :  Avcrrrivos  tyKZLfxai  ir69cp 

ixipvxos,  x<xAe7n7<n  Qe<Hii>  oZvvriffiv  eK7]Tt 

TTiTrap/xevos  Si'  boTiwv. 
And  frag.  103  :  Tolos  yap  (piXSr-qros  tpvs  virh  Kapdlrjv  tKvadils 
7roAA?V  Kar   ax^vv  d/xfidrcxiv  %x*viv 
K\tyas  e/c  (TT7]d('j>>v  awa\as  (ppivas. 
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Archilochus'  poems,  which  were  considered  by  competent  critics 
inferior  to  none  in  Greek  Literature,  except  in  their  subjects, 
were  preserved  and  known  down  to  the  Byzantine  age,  when 
their  outspoken  coarseness  caused  them  to  be  left  uncopied, 
and  even  deliberately  destroyed  by  the  monks. 

§  117.  The  next  poet  of  this  period  is  Simonides,1  or,  as  some 
call  him,  Semonides,  son  of  Krines,  of  Samos,  who  led  a  colony 
to  the  island  of  Amorgos,  after  which  the  poet  is  called,  to  dis- 
tinguish him  from  the  later  Simonides  of  Keos.  Here  he  dwelt 
in  the  town  of  Minoa.  The  chronologists  place  him  about  01.  29 
or  30  (660  B.C.),  and  make  him  contemporary  with,  if  not  later 
than  Archilochus.  Though  chiefly  celebrated  as  one  of  the 
earliest  iambic  poets,  he  wrote  the  ArcJuxology  of  Samos,  in  two 
books  of  elegiacs,  of  which  no  trace  now  remains.  About  forty 
fragments  of  his  iambic  verse  are  to  be  found  in  Bergk's  collec- 
tion, but  only  two  of  them  are  of  any  importance.  One  (25 
lines)  reflects  on  the  restlessness  and  trouble  of  life,  and  recom- 
mends equanimity  in  a  spirit  of  sad  wisdom.  The  othei 
(120  lines)  is  the  famous  satire  on  women,  comparing  them  to 
sundry  animals,  owing  to  their  having  been  created  of  these 
respective  natures.  Though  sceptical  critics  have  endeavoured 
to  pull  this  fragment  in  pieces,  and  subdivide  it  into  the  work 
of  various  hands,  we  cannot  but  see  in  it  the  stamp  of  a  pecu- 
liar mind,  and  a  sufficient  unity  of  purpose.  The  end  only  is 
feeble,  and  may  possibly  be  by  another  hand,  if  feebleness  be 
accepted  as  proof  of  spuriousness.  The  tone  of  the  poem  is 
severe  and  bitter,  but  with  seriousness  and  strong  moral  con- 
victions ;  the  picture  of  the  good  woman  at  the  close  is  drawn 

1  Bergk  {Fragg.  Lyr.  pp.  515,  596,  sq. )  has  shown  considerable  grounds 
for  the  existence  of  an  early  Euenus  of  Paros,  who  wrote  erotic  and  sympotic 
elegies,  of  which  fragments  remain  in  the  collection  called  by  Theognis' 
name,  and  addressed  to  this  Simonides  as  a  contemporary.  There  was  a 
later  Euenus  of  Paros,  with  whom  he  may  have  been  confused,  and  so 
forgotten.  This  is  possible,  but  still  so  early  an  elegiast  should  have  at- 
tracted sufficient  notice  to  have  escaped  oblivion.  I  therefore  hesitate  to 
rehabilitate  him,  but  think  Bergk's  arguments  well  worth  indicating  to  the 
reader. 
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with  warmth  and  feeling,  and  shows  that  the  poet  did  not  un- 
dervalue the  sex.1 

I  have  elsewhere  2  commented  on  the  special  features  of  the 
poem.  The  general  idea  recurs  in  the  fragments  of  Phokylides. 
One  of  the  latter  fragments  (16)  is  notable  as  implying  the 
kraipa  of  later  days  to  have  been  fullblown  in  the  seaports  of 
Ionia,  even  in  the  seventh  century  B.C.,  nor  do  I  know  of  any 
other  early  mention  so  explicit.3 

There  is  another  early  Iambic  poet,  Aristoxenus  of  Selinus, 
cited  by  Hephaestion  on  no  less  authority  than  Epicharmus' ; 
but  he  quotes  from  him  only  one  anapaestic  line  : 

ris  aAa^oveiav  irXe'iarav  irapt\ei  twv  avdpdirruv  ;   toI  udvTies, 

and  we  wonder  at  such  scepticism  in  01.  29,  the  date  attributed 
to  the  poet  by  Eusebius.  But  we  can  say  nothing  more  of  him 
than  to  record  the  echo  of  his  name.4 

§  118.  We  pass  to  a  more  famous  and  better  preserved  poet, 
Tyrtveus,  who  does  not  hold  a  place  among  the  *  Iambo- 
graphi,'  as  his  remains  are  either  elegiac,  or  anapcestic — the 
metre  suited  for  military  marches. 

When  the  famous  Leonidas  was  asked  what  he  thought  of 
Tyrtaeus,  he  answered  that  he  was  ayadng  viwv  i£vx«e  ahuXXeiu 
— good  for  stimulating  the  soul  of  youth — and  the  extant  frag- 

1  t\\v  8'  €K  jxeXicrcTris'  tt)v  tis  evrvx^  \afiuv 
Ktivri  yap  olri  ixiofxos  ov  irpotri^dvei' 
OdWei  5'  vtt  aurijs  KaTrai^erai  flios' 

(piAr)  Se  avv  tpiXtwri  yrjpdffKei  ir6ffei, 
itKovaa  KaKhv  kovvo)j.&k\vtov  yivos' 
KapiirpeTTiis  fi€v  iv  yvvai^l  yiyverai 
irdcrrjcrt,  Qtirj  S'  a/xcpidedpo/xev  x^Pts 
ov'5'  ip  yvvai^l  TJSerai  KaQrifxivri, 
okov  Atyovaiv  cuppoBiaiovs  \6yovs' 
Tolas  yuvaTxas  avZpdaiv  xapKiTal 
Zeus  Tas  apitrras  Kal  7roAixJ>pa5e<7TaTas. 

2  Social  Greece,  3rd  ed.  p.  no. 

3  Archilochus'  frag.  19  is  not  so  characteristic. 

4  He  is  classed  by  O.  Midler  (ii.  55)  as  an  actual  forerunner  of  Epi- 
charmus among  the  originators  of  comedy,  which,  if  his  date  be  truly  as- 
certained, would  be  a  grave  anachronism.  The  tone  and  spirit  of  all 
the.  early  iambic  poets  was  of  course  akin  to  comedy,  yet  we  can  hardly 
confuse  them  with  a  school  so  distant  and  so  unlike. 
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ments  confirm  this  judgment.  We  have  several  long  exhorta- 
tions to  valour  (about  120  lines),  with  pictures  of  the 
advantages  of  this  virtue,  and  the  disgrace  and  loss  attending 
on  cowardice.  There  are  also  slight  remains  of  his  i/jftuTi'ipia, 
or  anapaestic  marches,  which  were  sung  by  or  for  the  Spartans 
when  going  to  battle,  with  a  flute  accompaniment.  These  war- 
like fragments  differ  little  from  the  fragments  of  Callinus,  so 
little  that  many  critics  attribute  the  chief  fragment  of  the  latter 
to  Tyrtoeus.  He  is  also  said  by  Pollux  to  have  composed  songs 
for  three  choirs — one  of  old  men,  one  of  middle-aged,  and 
one  of  youths,  and  this  is  curiously  illustrated  by  a  fragment 
of  such  a  composition  preserved  in  Plutarch,1  where  each  line 
is  sung  by  a  chorus  of  different  age. 

There  are  also  some  remains  of  a  poem  cited  as  evvofilaj 
which  was  distinctly  political  in  character,  and  intended  to 
excite  in  the  public  mind  of  the  Spartans  an  attachment  to  their 
constitution,  and  especially  to  Theopompus,  the  Spartan  hero  of 
the  second  Messenian  war.  This  leads  us  to  the  circumstances 
of  Tyrtaeus'  life.  He  tells  us  himself  that  he  was  contemporary 
with  the  second  Messenian  war,  which  was  carried  on  by  the 
grandsons  of  the  combatants  in  the  first.  We  are  told  that  the 
hardships  of  this  war  to  the  Spartans  were  very  great,  that  a 
large  part  of  their  territory  adjoining  Messene  was  lett  unculti- 

'  Lycurgus,  21  :  "A/x/xes  ttSk   %/xes  aAKifxoi  veaviai. 

"A/x/xes  5e  y   el/x4s'  al  5e  A?7s,  avydaSeo. 
"A/x/xes  5e  y   tcraifxecrOa  noWw  K&ppovts. 

Bernhardy  (ii.  p.  604)  thinks  that  the  tripartite  v6/xos  mentioned  by 
Plutarch  {On  Music,  p.  1134  A),  which  Sakadas  composed,  with  the  first 
verse  Doric,  the  second  Phrygian,  the  third  Lydian  in  scale,  may  have  been 
similarly  intended  to  convey  the  temper  of  various  ages  of  human  life,  but 
the  actual  combination  of  Dorian  and  iEolian  modes  by  Pindar  seems 
rather  to  weaken  the  conjecture.  The  fragments  of  Tyrtanis  are  mere 
extracts  quoted  by  Lycurgus,  or  Stobseus,  or  other  authors,  and  have, 
therefore,  no  separate  MS.  authority.  So  also  there  are  no  separate 
editions,  so  far  as  I  know,  except  that  of  W.  Cleaver  (anon.  1761),  with 
an  English  metrical  translation  and  notes,  and  the  new  Italian  version, 
also  with  a  text  and  notes  by  Felix  Cavalotti  (Milan,  1S7S).  The  most 
convenient  text  is  that  of  Bergk  in  his  Lyrici.  The  reader  will  find  in  his  cri- 
tical notes  references  to  a  number  of  speckl  essays  upon  Tyrtarus  by  Osann. 
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vated  ;  and  Messenian  elegies  long  preserved  the  tradition  of 
the  hero  Aristomenes  chasing  his  enemies  across  hill  and  dale. 
Under  these  trying  circumstances  chronic  discontent,  or  what 
t'he  Greeks  called  oroffjc,  broke  out,  and  the  Spartans,  by  the 
direction  of  the  Delphic  oracle,  came  to  seek  from  Athens 
an  adviser.  Later  panegyrists  of  Athens  added  that  the 
Athenians  sent  in  derision  the  lame  schoolmaster  of  Aphidnoe, 
whose  songs  so  inspirited  the  Spartans  as  to  give  them  finally 
the  victory.  Other  allusions,  however,  speak  of  him  as  a  Lace- 
daemonian, others  as  an  Ionian.  How  much  of  these  legends  is 
true  it  is  very  hard  to  say.  That  the  Spartans — a  race  very  sus- 
ceptible of  excitement  through  poetry  and  music,  but  not  pro- 
ductive in  these  arts — should  have  been  advised  to  borrow  a 
famous  poet  of  warlike  elegies  from  some  foreign  city  is  not  at 
all  incredible,  nor  is  it  more  so  that  the  style  already  popular 
in  the  home  of  Callinus  and  Archilochus  should  have  been 
domesticated  at  Athens.  The  consistent  tradition  as  to 
Tyrtseus'  origin  cannot  be  rejected  by  us,  though  he  completely 
identifies  himself  in  his  poems  with  his  adopted  country,  and 
writes  as  a  Laconian.1 

The  story  that  he  was  summoned  to  Sparta  on  the  authority 
of  the  Delphic  oracle  is  told  of  a  number  of  other  remarkable 
poets  about  the  same  time,  and  shows,  if  true,  that  the  priests 
of  the  shrine  had  in  their  minds  the  fixed  policy  of  improving 
the  culture  and  education  of  Sparta  in  the  seventh  century  B.C. 
It  is  not  unlikely  that  they  (and  the  Spartan  kings)  foresaw  the 
dangers  arising  from  the  one-sided  Lycurgean  training,  which 
was  now  in  full  force  there,  and  sought  to  counteract  them  by 
stimulating  a  love  of  poetry  and  music.  Thus  a  whole  series 
of  poets  is  reported  to  have  been  invited  to  Sparta  by  the 
behest  of  the  Delphic  oracle,  and  to  have  ordered  and  esta- 

1  It  should  be  observed  that  he  adheres  to  the  traditional  Ionic  dialect 
in  his  elegiacs,  but  writes  his  marching  songs  in  the  Spartan  : — 
"Ayer',  S>  ~2.ira.pTas  evdvSpov 
Kovpoi  irarcpccv  TroXiaTav, 
Kaia.  fxkv  Itvv  7rpo/3aAecr0e, 
S6pv  5'  evT6\/J.ws  /SaAAere 
ju?7  (peid6fX(voi  ras  fails, 
ov  jap  irdrpiov  ra  STrapra. 
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blished  not  only  the  national  songs  of  the  Spartans,  but  public 
contests  in  music,  poetry,  and  dancing. 

§  119.  This  brings  us  for  the  first  time  into  contact  with 
the  true  lyric  poets  of  Greece,  who,  however,  have  been  so 
constantly  confounded  with  iambists  and  elegists  (themselves 
also  lyric  poets)  that  it  is  necessary  to  call  them  by  a  technical 
name,  and  style  them,  as  is  always  done  in  Germany,  Melic 
poets.  The  distinctive  feature  of  these  poets,  who  were  exceed- 
ingly numerous,  but  are  exceedingly  ill-preservecl,  and  very 
various  in  character,  was  the  necessary  combination  of  music, 
and  very  frequently  of  rythmical  movement,  or  orchestic,  with 
their  text.  When  this  dancing  came  into  use,  as  in  the  choral 
poetry  of  the  early  Dorian  bards,  and  of  the  Attic  dramatists, 
the  metre  of  the  words  became  so  complex,  and  divided 
into  subordinated  rythmical  periods,  that  Cicero  tells  us  such 
poems  appeared  to  him  like  prose,  since  the  necessary  music 
and  figured  dancing  were  indispensable  to  explain  the  metrical 
plan  of  the  poet.  I  have  no  doubt  many  modern  readers  of 
Pindar  will  recognise  the  pertinence  of  this  remark.  It  is 
therefore  certain  that  the  rise  of  melic  poetry  was  intimately 
connected  with  the  rise  or  development  of  music,  and  accord- 
ingly most  historians  of  Greek  literature  devote  a  chapter  in 
this  place  to  that  difficult  subject.  It  is,  however,  so  completely 
unintelligible  to  all  but  theorists  in  music,  and  there  is  even  to 
them  so  much  uncertainty  about  the  facts,  that  I  feel  justified 
in  passing  it  by  with  little  more  than  a  mere  reference  to  the 
many  special  treatises  on  the  subject.1 

§  120.  It  may,  however,  be  well  to  enumerate  briefly  the 
various  technical  terms  for  the  many  different  kinds  of  melic 
poetry.  The  simple  song  of  the  ^Eolic  school  was  sung  by 
one  person,  and  was  never  complicated  in  structure,  as  it  was 
merely  intended  to  reveal  personal  and  private  emotion :  the 
choral  melic  poetry  of  the  Greeks  was,  on  the  contrary,  grand, 

1  Cf.  Westphal's  Griechische  Musik  ;  Fortlage's  article  in  Ersch  und 
Gruber's  Griechenland ;  Mr.  Wm,  Chappell's  Hist,  of  Music,  vol.  i.  ; 
and  the  chapter  on  the  intelligible  results  of  much  abstruse  investigation 
in  my  Rambles  and  Studies  in  Greece. 
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elaborate,  and  public  in  its  tone.  It  was  devoted  to  state  interests 
and  public  affairs  ;  nor  did  the  poet  venture  to  obtrude  himself 
except  by  passing  allusions.  In  very  old  times,  it  seems  that  the 
nome  (j'Ojuoc)  addressed  to  the  gods  was  sung  before  the  altar, 
with  the  lyre,  by  one  singer  ;  but  this  fashion  early  made  way 
for  choral  performance,  when  it  was  called  hymn  (vfivoc).  Quite 
distinct  was  the  Trpoffocwv,  a  processional  song,  accompanied 
by  flutes,  as  the  chorus  marched  to  the  temple.  The  pecan  and 
dithyramb  are  hymns  addressed  to  Apollo  and  Dionysus  respec- 
tively. When  the  melic  poem  was  accompanied  with  lively 
dancing  it  was  called  Jiyporcheme  (hitupyjipu).  All  these  poems 
were  performed  by  men  and  boys,  but  there  were  special  com- 
positions for  a  chorus  of  maidens,  called  parthenia  (napdivia). 
These  titles  all  indicate  religious  poetry,  and  no  doubt  this  was 
the  earliest  field  of  melic  verse  ;  but  although  secular  matters 
had  many  other  forms  (such  as  the  elegy  and  the  yEolic  song) 
suited  to  them,  even  the  forms  of  religious  song  were  adapted 
to  them  on  great  public  occasions,  and  so  we  have  in  Pindar's 
day  i-/KW}xia,  songs  of  praise  ;  eirivima,  songs  of  victory;  and 
Opijvoi,  laments  for  the  dead — all  secular  applications  of  melic 
poetry.  These  technical  details  seem  necessary  to  explain  the 
constantly  recurring  terms,  which  the  historian  cannot  avoid. 

§  121.  As  I  have  already  mentioned,  the  poets  of  this  early 
period,  if  we  except  the  epic  poets,  were  almost  all  composers 
in  various  metres,  and,  what  is  more  important  from  the  point 
of  view  of  this  work,  they  did  not  clearly  separate  their  private 
feelings  and  public  functions.  The  iambic  metre,  which  in 
Archilochus  was  essentially  personal  and  subjective,  became, 
in  the  hands  of  the  earlier  Simonides  and  others,  the  vehicle 
for  general  sketches  and  for  proverbial  philosophy.  The  earlier 
elegy,  which  is  essentially  public  and  patriotic  in  character, 
down  even  to  Solon's  day,  was,  nevertheless,  by  Mimnermus 
brought  back  to  its  original  scope — that  of  amorous  complaint 
and  tender  grief,  nor  did  subsequent  ages  and  languages 
accept  the  tone  of  manly  endurance  and  of  political  teaching 
as  the  natural  voice  of  the  elegy.  When  Tyrtseus  and  Alcman 
were  friends  or  rival  bards  together  at  Sparta,  the  melic  hymns 
of  the  Lydian  weie  not  recognised  as  more  essentially  public 
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than  the  warlike  elegies  of  the  Athenian.  Thus  even  Theognis 
and  Solon  cloak  their  public  advices  under  the  form  of  per- 
sonal exhortations  to  friends,  or  even  to  themselves,  and  Pindar 
carries  on  his  private  controversies  under  the  cover  of  public 
hymns  of  victory  and  praise  of  the  gods.  But  according  as 
the  various  styles  were  developed,  certain  precedents  began  to 
make  themselves  felt.  No  severance,  however,  took  place  till 
after  the  rise  of  Doric  choral  poetry ;  when  this  division  of 
melic  poetry  appropriated  all  the  public  affairs  of  men.  On  the 
other  hand,  the  iambic,  and  more  especially  the  elegiac,  metres, 
which  had  been  of  universal  application  hitherto,  began,  with 
the  ^Eolic  songs,  to  affect  a  personal  and  private  complexion. 
Hence,  from  this  period  onwards  a  division  according  to 
metres,  though  even  now  far  from  satisfactory,  to  some  extent 
accords  with  that  I  have  adopted  above  (p.  156).  I  purpose 
treating  first  the  personal  poetry  in  the  later  iambic  and  elegiac 
poets,  as  well  as  in  the  MoXvz  melos,  and  then  the  public  lyrists 
of  the  Doric  type,  including  the  sepulchral  epitaphs,  which 
were  generally  elegiac  in  form,  but  public  in  character. 

§  122.  The  student  should  carefully  distinguish  between 
KLdapuducf]  and(i^A'/)  h-tdaplmc,  singing  with  a  string  accompani- 
ment and  mere  harp  playing,  and  similarly  uvXmciki'i  and  avXqrucq. 
Thus  Olympus  was  a  mere  avXrjriKog,  to  be  expunged  from  the 
list  of  lyric  poets,  and  Clonas  of  Tegea  seems  to  be  the  first 
avXoiCiKoc,  or  composer  of  melic  poetry  with  a  flute  accom- 
paniment ;  and  this  innovation  was  supported  by  the  similar 
advance  of  Terpander. 

For  this  remarkable  man,  who  stands  at  the  head  of  the 
melic  poets,  is  called  the  first  Kidapwloq,  or  composer  of  melic 
poems  accompanied  throughout  by  the  lyre,  in  contrast,  I 
suppose,  to  those  epic  recitations  which  began  with  an  &ra/3oXjj 
or  prelude  on  the  instrument.  If  this  be  true,  it  puts  him  in 
competition  with  his  great  contemporary  Archilochus,  who 
is  said  to  have  first  composed  independent  accompaniments 
(b-6  rt)y  w?«i),  as  previously  the  instrument  had  followed  the 
voice  note  for  note  (wpofrxopca  Kpomir). 

We  know  nothing  of  Terpander's  youth,  save  that  he  was 
born  in  Lesbos,  the  real  home  of  melic  poetry,  and  came,  or 
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was  called,  to  Sparta,  where  he  established  the  musical  contests 
at  the  Karnean  festival  about  670  b.c.  (01.  26).  He  was  said 
to  have  been  victor  at  the  Pythian  contests  for  four  consecutive 
eight-year  feasts,  which  brings  down  his  activity  at  least  to  the 
year  640  B.C.  Thus  we  may  imagine  him  the  older  contem- 
porary of  Tyrtseus.  Not  twenty  lines  of  his  hymns  remain 
— solemn  fragments  in  hexameters  or  heavy  spondaic  metres, 
which  show  that  hymns  to  the  gods  (iwmcs)  were  his  chief  pro- 
ductions.1 It  is  evident  that  epic  poetry  was  still  predomi- 
nant when  he  wrote,  and  affected  his  style.  One  interesting 
personal  fragment  is  quoted  by  Strabo  to  prove  that  he  in- 
creased the  strings  of  the  lyre  from  four  to  seven.2  Strabo 
seems  sure  about  the  sense,  though  not  about  the  genuine- 
ness of  the  lines.  But  in  spite  of  his  authority,  supported  by 
that  of  Mr.  Chappell,3  and  the  curious  statement  of  Plutarch,4 
that  he  deliberately  gave  up  the  use  of  many  strings,  and  won 
his  prizes  by  playing  on  three,  I  think  Bergk  has  hit  the  truth 
where  he  interprets  the  passage  not  of  the  strings  of  the  lyre, 
which  according  to  the  Hymn  to  Hermes  had  been  originally 
seven,  but  to  the  divisions  of  his  odes,  which  having  been  four, 
were,  according  to  Pollux,  increased  by  him  to  seven.5 

§  123.  The  names  of  Clonas  of  Tegea,  of  Sakadas  of  Argos, 
of  Polymnestus  of  Colophon,  of  Echembrotus  of  Arcadia,  are 
mentioned  as  successors  to  Terpander  in  the  art  of  combining 
music  and  poetry,  but  have  no  place  now  in  the  history  of 
Greek  literature,  as  all  their  works  have  long  perished.  The 
same  is  the  case  with  the  more  celebrated  Thaletas  of  Crete, 

1  Here  is  one  : 

ZeO  iravruv  apxd, 
■ndvrcav  dyrjTcop, 
ZeO,  crol  crirevdtj 
ravrav  li/xvov  ap^dis. 
On  the  metre  cf.  Bergk,  FLG.  p.  813. 

3  Sol  8'  7]/j.i?s  rerpdyripvv  airoarlp^avTis  aoiZav 

kirrarSvcf  <popfuyyi  v4ovs  KeXad^crofxev  v/j.vovs. 

8  Hist,  of  Music,  i.  p.  30.  4  Dc  Mas.  18. 

5  Viz.   opx")    MeTaPX">    KararpoTtd,  /.leraKaTarpoird,    ofxcpaAos,  <r4>payis, 
tTrlAoyos.     The  second,  fourth,  and  last  are  evidently  the  added  members. 
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summoned  by  the  oracle  (as  Tyrtseus  was)  to  heal  pestilence 
and  sedition,  and  attach  the  citizens  more  firmly  to  the 
Lycurgean  constitution.  He  is  reported  to  have  organised 
afresh  the  Gymnopcedia  in  01.  2S  (664  B.C.),  and  to  have 
composed,  not  only  nomes,  like  Terpander,  but  ptxans,  which 
were- sung  by  a  choir  with  dancing  or  rythmical  movements. 
Several  to  us  empty  names  are  also  cited  as  his  followers  and 
disciples. 

§  124.  The  first  essentially  lyric  poet  that  lives  for  us  is 
Alcman,  who  stands  somewhat  isolated  at  the  head  of  the 
melic  poets,  and  still  belongs  to  that  remarkable  epoch  of 
literary  history  when  Sparta,  during  the  seventh  century,  was 
gathering  from  all  parts  of  Greece  poets  and  musicians  to 
educate  her  youth.  Pausanias  saw  his  tomb  at  Sparta,  among 
those  of  celebrated  and  noble  Spartans,  and  speaks  of  his 
odes  as  not  deficient  in  sweetness,  though  composed  in  the 
unmusical  Spartan  dialect.1  This  is  true,  the  fragments  are  of 
great  merit ;  but  if  the  dialect  does  not  impair  their  beauty,  it 
certainly  makes  them  to  us,  as  it  did  to  the  old  grammarians, 
very  obscure.  We  learn  from  him  that  he  boasted  his  origin 
to  be  from  no  obscure  or  remote  land — enumerating  many 
countries  which  perplexed  even  the  old  commentators — but  from 
the  lofty  Sardis.2  It  is  to  be  presumed  that  he  had,  at  least,  an 
Ionian  mother  (if  he  was  not  brought  as  a  slave  to  Greece  in  early 
youth)  ;  for  no  pure  Lydian  could  have  written  as  he  did,  not 
even  in  the  Ionic  dialect,  but  in  that  of  his  adopted  country. 
But  the  whole  history  of  the  man,  and  the  main  features  of  his 
fragments,  show  us  how  completely  the  Sparta  of  the  seventh 

1  <5  iroiTjcravTi  a.(r/.i.aTa  ouSei/  is  i)Zov))v  auraS?  iKvfjLrjvaTO  twv  AaKcbvoov  rj 
yXoocrcra,  rjKiara  ■jrape^o/ie'j'Tj  rb  tvtpccvov. 

2  Frag.  25:  ovk  els  aurip  &ypoiKos  ou5e 

(TKaibs  oi/Se  Trap'  aaoipolaiv 

oi/5e  ®ecrcra\bs  ytvos 

ouS'  'Epvcrixcuos  ov8h  ttoi/xtiv, 

aWa  SapS/cov  cur'  uKpciv. 
And  cf.  frag.  118,  quoted  from  Aristides,  ii.  50S  :  'ErepuOt  rolvvv  KaWuiri^- 
6fiei'os  irap'  orrois  euSoKi/j.t'i,  roaavra  Kai  toiuvtu  '40vi]  KaraAeyet   uktt   en  vvy 
ruvs  adXiovs  ypau.fj.aTHTTUi-  (jt)ruv,  ou  77/5  ravr   <dvai. 
VOL.    I.  —  8 
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century  differed  from  the  Sparta  of  the  fifth,  and  how  utterly 
the  Spartan  gentleman  who  warred  against  Messene  would 
have  despised  the  ignorant  professional  warrior  who  afterwards 
contended  against  Athens.  The  very  adoption  of  a  Lydian  at 
Sparta  (Suidas  says  a  Lydian  slave),  and  his  proud  enumera- 
tion of  geographical  names,  imply  a  spirit  the  very  reverse  of 
the  later  exclusiveness  (fcvjjXatrai).  So  also  the  love  of  eating 
and  drinking  which  the  poet  confesses  of  himself,  his  account 
of  the  various  wines  produced  in  the  districts  of  Laconia,  his 
open  allusions  to  his  passion  for  Megalostrata,  and  the  loose 
character  of  his  erotic  poems  generally,1  are  quite  foreign  to 
the  ordinary  notions  of  Lycurgean  discipline.  I  suppose  that 
the  loyal  power,  which  endeavoured  to  assert  itself  in  eaily 
time?,  and  was  only  reduced  to  subjection  by  the  murder  of 
Polydorus,  the  submission  of  Theopompus,  and  the  gradual 
strengthening  of  the  power  of  the  ephors,  attempted  to  carry  out 
a  literary  policy  like  that  of  the  Greek  despots.  In  the  seventh 
century,  before  the  struggle  was  finally  decided  against  them, 
the  kings,  aided  by  the  Delphic  oracle,  sought  to  emancipate 
the  subject  races  from  political,  the  dominant  from  educational, 
slavery  ;  and  so  it  came  that  poets  like  Alcman,  who  sing  of 
wine  and  love,  who  delight  in  feasting  and  eschew  war,  could  be 
tolerated  and  even  popular  at  Sparta.  But  the  first  of  the  melic 
appears  also  the  last  of  the  Spartan  poeis. 

His  six  books  contained  all  kinds  of  melos,  hymns,  paeans, 
prosodia,  parthenia,  and  erotic  songs.  His  metres  are  easy  and 
various,  and  not  like  the  complicated  systems  of  later  lyrists. 
On  the  other  hand,  his  proverbial  wisdom,  and  the  form  of  his 
personal  allusions,  sometimes  remind  one  of  Pindar.  But 
the  general  character  of  the  poet  is  that  of  an  easy,  simple, 
pleasure-loving  man.  He  boasts  to  have  imitated  the  song  of 
birds  (fr.  17,  67)— in  other  words,  to  have  been  a  self-taught 
and  original  poet.     Nevertheless,  he  shows,  as  might  be  ex- 

1  Athenccus  cites  (through  Chamreleon)  Archytas  to  the  effect  that 
Alcman  yeyoveuai  tu>v  epuTiKav  fxeXciv  iiye/j.6va.,  koI  e'/cSowcu  Trpcorov  fj.e\os 
aKoAaarrov  iivra  k.t.X.,  and  then  quotes  frag.  36.  Of  course  Alcman  had  be- 
fore him  the  example  of  his  earlier  contemporary  Archilochus.  The  fragg. 
35-9  are  unfortunately  inadequ  te  specimens  of  this  side  of  his  genius. 
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pected,  a  knowledge  and  appreciation  of  Homer.  Several 
fragments  express  a  peculiar  love  and  study  of  nature,  somewhat 
exceptional  for  a  Greek  lyrist.  Of  these,  the  most  remarkable 
is  his  description  of  night,1  which  is  more  like  the  picture  we 
should  expect  from  Apollonius  Rhodius  or  Virgil  than  from  an 
early  Greek  poet.  The  other  is  evidently  written  in  advancing 
age,  and  with  a  presentiment  of  approaching  death.2 

But  by  far  the  longest  and  most  interesting  relic  of  Alcman 
was  found  in  1855,  by  M.  Mariette,  in  a  tomb  near  the  second 
Pyramid — a  papyrus  fragment  of  three  pages,  containing  a 
portion  of  his  celebrated  hymn  to  the  Dioscuri.  Two  of  the 
pages  are  wretchedly  mutilated,  and  the  sense  of  the  whole 
composition  is  very  obscure  and  difficult.  This  extraordinary 
discovery  is  not  so  precious  in  actual  results  as  in  the  hope  it 
gives  us  of  rescuing  in  the  same  way  other  portions  of  the  old 
Greek  poets  from  their  oblivion.  It  also  gives  us  a  very  early 
specimen  of  Greek  writing,  and  one  of  great  value  for  the  his- 

1  Frag.  60:    cvSovaiv  8'  ope&v  icopvcpai  re  Kal  <pd.pa.yyes, 

rrpdoves  re  ku)  xaP°-Spai! 

<pv\\a  0'  epirerd  d'  uacra  rpccpei  /j.eAaiva  yu?a, 

drjpes  bpeffKcZoi  re  kou  yevos  [leKiacruv 

Kal  KvooSaK'  ei>  [iivQeai  iropcpvpeas  aKos' 

euSovffLv  5'  b'ioivwv 

<pv\a  ravvrrrepvycav. 

'A  beautiful  peculiarity,' says  Mure  (Hist.  Gk.  Lit.  iii.  206),  'of  this 
description  is  the  vivid  manner  in  which  it  shadows  forth  the  scenery 
of  the  vale  of  Lacedajmon,  with  which  the  inspirations  of  the  poet  were  so 
intimately  associated  ;  from  the  snow-capped  peaks  of  Taygetus  down  to 
the  dark  blue  sea  which  washes  the  base  of  the  mountain.  The  author 
would  find  it  difficult  to  convey  to  tlie  imagination  of  the  reader  the 
effect  produced  upon  his  own  by  the  recurrence  of  the  passage  to  his  mind, 
during  a  walk  among  the  ruins  of  Sparta,  on  a  calm  spring  night,  about  an 
hour  after  a  brilliant  sunset.' 

2  Frag.  26:  ov  fx  en,  irapOeviKaX  /xeAiydpves  IfxepScpowot, 

yvta.  cptpeiv  Svvarar  /SaA.6  5?j  /3aAe  KrjpvAos  elrjv, 
os  r'  eirl  Kv/xaros  'dvQos  afx   hKKVoveam  irorrirai 
vrjXeyes  r/rop  eyjav,  aAnr6p<pvpos  e'tapos  upvis. 
The  term  KTjpvAos  was  used  for  the  male  halcyon.     On  y8oAe,    the  mar- 
ginal note  says  the  full  word  is   aBd\e,   arj/xauriKbi'  evxys,  and  equal    to 
ocpeXev,  ei'tfe,  eWe. 
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tory  of  palceography.     I  append  the  more  intelligible  part  in  a 
note  below.' 

1  Its  restoration  has  been  attempted  (since  its  first  publication  by  Egger 
in  his  Memoires  cThistoire  ancicnnc)  by  T-en  Brink  and  Bergk,  with  some 
success;  lastly,  by  F.  Blass  in  Hermes,  vol.  xiii.  p.  27,  from  whose  text  I 
quote,  as  it  differs  considerably  from  earlier  restorations.  After  celebrating 
the  victory  of  the  Dioscuri  over  the  Hippocoontidoj,  the  poet  proceeds  to 
sing  the  praises  of  Agido  and  Agesichora. 

Col.  II.  2tP.  5'. 

2       "EcrTi  tis  <riici>  Tims'  36 

6'5'  u\/3ios,  octtis  eveppcov 

afxepav  dtcnrXtKei 
5        a.K\avffTos.  iywv  5'  deiScc 

'AyiSuis  to  (pics'  6pu>  40 

p   wt1  ahwv,  ouirep  'dfXiv 

'Ayibiii  jj.apTvpiTO.1 

(paii/ey.  i/xe  8'  out'  ivaivev 
IO       ovre  fxwfxicrdca  viv  a  tcKevva  x°paybs 

oiiSa/nus  ejr   Soxesi  yap  tfiitv  aura  45 

£KirpeTT7]S  tws  yirep  at  tis 

eV  fioTOis  ffrdaeisv  'Lirirov 

iraybu  ae6\o(p6poi>  Kavaxdiroba, 
15        toiv  vTTOTreTpiSiaiv  ovtipwv. 
2to.  e'. 

''H  ol>x  opr/s  ;  o  fxlv  Ki\y\s  5° 

'Ev€T!/coV  a  be  xalTa 

tcIs  e/xus  avetpuis 

'Ayr)ffix°Pas  ^otvdsi 
20        xPua^s  $'T'  "■Kij/iaTos, 

to  t  apyvpiov  irpuaccirov.  55 

Stacpabau  ri  roi  Kiyui  ; 

'Ayqcnx^pa  hiv  omto.' 

abe  SevTtpa  7re5'  ' A7 ibuiv  rb  etbos 
25        'imros  elfi-qvia  K6\a£  aks  Spa/xt'irai. 

red  rieAeioSes  yap  'djxiv  60 

'Op0ia  (pdpos  (ptpotcrais 

vvKTa  St'  a/j-fipocriav  dyear)piov 

Harpov  aveipo/xtvai  fxdxovTai. 
2rp.  s-'. 
30        OuT6  700  rt  irop<pvpas 

rocrcros  Kopos  wctt'  duvvai,  65 

0UT6  TTOtKlAOS  Spcucajj' 
Tcayxpvffius,  ovbe  fxirpa 
Avbiu,  vtuvibwv 
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§  125.  Returning  to  the  elegy,  or  personal  poetry  of  the  epoch, 
we  come  to  a  very  distinctive  and  remarkable  man,  Mimnermus 
(called  Liguastades,  for  his  sweetness),  the  first  composer  of 
purely  private  and  sentimental,  as  opposed  to  political,  elegies. 
There  are,  indeed,  in  his  fragments  historical  allusions,  and  he 
describes  (fr.  14)  with  much  fire,  and  in  a  spirit  not  unworthy 
of  Tyrtaeus,  the  valour  of  a  hero  '  who  scattered  the  dense 
phalanxes  of  the  Lydian  horsemen  through  the  plain  of  Her- 
mits.'  This  he  had  heard  from  the  elders  who  remembered 
the  wars  with  Gyges,  for  the  date  of  Mimnermus  is  given  as 
01.  37,  or  the  close  of  the  seventh  century,  and  he  was  an 
early  contemporary  of  Solon.  But  his  other  fragments  are  those 
of  the  greatest  interest,  and  are  chiefly  from  his  book  or  books, 
called  Nantio,  after  a  flute  player  whom  he  loved  without 
success.  He  is  himself  called  an  av\aS6c,  or  singer  with  a 
flute  accompaniment,  and  he  probably  revived  the  old  plaintive 

COL.  I J  I.      rav  olSa  (pap&iv  aya\/na, 

ou5e  ral  Navvus  Ko/xai,  JO 

aAA'  oi)5'  'Epdra  ffieiSris, 
ovSk  2uAa/as  Te  Kal  KAerjcricrripa, 
ij       «*u5'  4s  Alvqcr i/xp por as  4v0oi(Ta  <pcure?s 
'  'AarcKpis  re  /xoi  yivono, 
Kal  TroTiyAeiroi  <f>i'Ai>AAa,  75 

Aa/xaina  t'  4para  re  'lavde/xis,' 
aAA'  'AyriCLxipa  /xe  rr]pu 
2rp.  C 
IO        Oi>  yap  a  KaWicrtpvpos 
'Ayr)<TLx6pa  irap*  avre'i  ; 
'Ayi5o7  fxiacp'1  ap  fxivei,  80 

Cto<TT7]pic.  K&fj?  iiraive?. 
aAAa  Tai^S'  a,u]aV,  ciol, 
15        5e'|a<r0'-  airov-qrl  ava 

Kal  reXos'  ypavs  t6  tis 
tXiroiixl  k'  '  airav  ix\v  axna.  85 

irapasvos  y-a-rav  cnrb  Qpavoo  AeAa/ca 
yXavt,-  4yAw  Se  ra  fxev  'Awti  fxaMcrra 
20        auZavrjV  epar  iruvwv  yap 
a/xti  'droop  eyevro' 

'£  'AyTjcrixdpas  5e  vedviSes  90 

fl  £'  alvas  (paras  4irc/3av.' 
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elegy  of  the  Phrygians,  in  close  sympathy  with  the  sorrowful 
laments  of  his  sweet  and  tender  muse.  To  the  later  Alexan- 
drians, and  the  Romans,  whose  reflective  age  peculiarly  appre- 
ciated the  sad  world-weariness  of  this  bard  of  Kolophon,  the 
Nanno  elegies  of  Mimnermus  were  a  favourite  model,  and 
we  may  perhaps  assign  to  him  the  position  and  title  of  the 
Petrarch  of  Greek  literature. 

It  is  remarkable  that  the  contemporaries  and  immediate 
successors  of  Mimnermus  were  of  a  different  opinion.  The 
poets  who  desired  to  sing  of  love  and  passion  did  not  adopt 
his  elegiac  metre  as  their  fittest  vehicle.  It  still  remained  the 
metre  of  political  and  philosophical  expression,  of  wise  advice, 
of  proverb  and  of  epigram.  To  early  Greek  love,  to  the  pas- 
sion of  Aloeus,  Sappho,  and  Anacreon,  no  form  could  be  more 
unutterably  slow  and  cold  than  the  deliberate  hexameter. 
When  bookworms  at  Alexandria  and  Roman  dilettanti  began 
to  talk  about  love,  it  suited  them  well  enough,  and  it  was  the 
subdued  and  resigned  attitude  of  Mimnermus,  his  modernism, 
if  I  may  so  say,  which  made  him  to  them,  and  to  many  of  the 
moderns,  so  sweet  and  perfect  a  singer  of  love. 

I  do  not  think  the  famous  fragment  (12)  on  the  perpetual 
labours  of  Helios  so  striking  or  characteristic  as  those  which 
sing  of  the  delights  of  love,  and  the  miseries  of  old  age1 — yfjpcu 

1  y/j.e'is  8'  old  T€  (pvWa  <pdei  TroXvavBeos  wpr] 

tapos,  or'  a7<|/'  avyys  av^erai  T/eA(ou, 
tuTs  i/ceXoi  irrtxvl0V  ^l  x?^vov  &vBecriv  ?;/3?7? 

repTru/xiOa,  Trpbs  Bewv  ei'Sores  ovts  Katcou 
ovt'  ayaB6v  ■  K?]pes  8e  irapeaTi)Kacri  fj.4\cuvai, 

f]  fitv  %xovo~a  t«Aoj  yypaos  apyaAeov, 
y  8'  krlpy)  Ba.va.Tow  /uluuvBd  8e  yiyvtrai  vj/3?7s 

icdpiros,  ocrov  8'  eVl  yr\v  KiSvaTat  rjtAios" 
ai>Tap  iirrjv  5t?  tovto  re\os  TrapafxetyeTat  wprjs, 

aiiTiKa  ndvdfxivai  /3e\riov  r)  fHoros  ' 
iroWa  yap  eV  OvfxQ  Kaxd  yiyverar  aWore  oIkos 
rpvxovrai,  ireviris  8'  epy   6o~wr]pa.  TreAei" 

aAAos  8'  av  Traificev  inio'eveTai,  wvre  uaAnrra 
l/xeipocv  Kara  77)?  epx€Tat  e's  'A'iSrjw 

aAAos  vovaov  iya.  BviiocpB&pov  ovSt  rts  trrrw 
%vOpdirwv,  &  Zei/s  ^u?;  KaKa.  7roA>a  8IS01. 
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apyaXiov,  as  he  calls  it,  applying  an  epithet  which  he  used  with 
curious  consistency  of  all  manner  of  disagreeable  necessities. 
In  his  hatred  of  old  age,  he  struck  a  note  which  found  response 
in  many  Greek  hearts  at  all  times,  and  Sophocles  and  Euripides 
repeat  without  improving  the  burden  of  his  elegies. 

Almost  all  the  fragments  (some  90  lines)  express  the  same 
gloom  and  the  same  despair.  We  owe  the  preservation  of 
most  of  them  to  Stobaeus  ;  Strabo  has  cited  a  few  of  geogra- 
phical importance,  Athenaeus  that  on  the  sun's  course.  His 
ninth  fragment  tells  how  '  we  left  the  lofty  Neleion  of  Pylos, 
and  came  in  ships  to  the  lovely  Asia,  and  into  fair  Kolo- 
phon  we  settled  with  might  of  arms,  being  leaders  of  wild 
daring,  and  starting  from  thence  by  the  counsel  of  the  gods  we 
took  the  yEolic  Smyrna.'  This  is  a  very  early  and  clear  piece 
of  evidence  for  what  is  called  the  Ionic  migration,  which  has 
been  doubted,  or  relegated  to  the  region  of  myths  by  some 
sceptical  historians. 

§  126.  Mimnermus  leads  us  over  naturally  to  Solon, 
who  addressed  him  in  a  still  extant  fragment,  in  reply  to  his 
lines  : — 

at  yap  izrep  vovawv  re  Kai  apya\ecai>  jxeXuSmvav 
££r)K0VTaeT7]  fxolpa  k'i\oi  OavaTOV. 

Solon's  answer  was  as  follows  : — 

aAA'  el  fxoi  Kav  vvv  in  ireicreai,  e|eAs  tovto, 

/j.r)5e  fxtyacp'  St;  ceC  A&ov  cTre<ppacrd/j.y]v, 
leal  fxeraTToiricroy,  AiyvaffTaZr),  <£Se  5'  &et5e' 

'OySwKOVTatTT]  jxolpa  Ki'^ot  Oavdrou. 

It  appears  then  that  these  elegies  were  well  known,  and 
the  poet  yet  alive,  when  Solon  was  a  literary  man.  The 
events  of  Solon's  great  life  form  an  important  chapter  in 
Greek  history,  and  can  be  found  there  by  the  student.  We  are 
here  only  concerned  with  his  literary  side.  He  is  remarkable 
in  having  written  poetry  not  as  a  profession,  nor  as  his  main 
occupation,  but  as  a  relaxation  from  graver  cares.  He  was 
first  a  merchant,  then  a  general,  then  a  lawgiver,  and,  at  last, 
a  philosophic  traveller  ;  and  all  these  conditions  of  life,  except 
the   first,   are   reflected   in   his   extant   fragments.     As   usual 
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with  the  personal  poets  of  that  epoch,  he  employed  various 
metres,  of  which  the  elegiac  was  the  chief,  but  the  iambic 
also  prominent,  and  net  for  satire  and  invective,  but  for  poli- 
tical and  philosophic  reflections.  Some  lines,  apparently  from 
early  compositions,  are  cited  to  show  his  high  appreciation  of 
sensual  pleasures,  and  there  are  features  in  his  laws  which 
prove  that  he  made  large  allowance  for  this  side  of  human  na- 
ture in  his  philosophy.  Amid  the  various  feelings  which  appear 
in  his  personal  confessions  we  miss  the  poetical  despondency 
of  Mimnermus,  and  that  peculiar  beauty  and  sweetness  of  ex- 
pression, which  made  him  an  unapproachable  master  of  the 
elegy  in  our  modern  sense.  Solon  is  a  practical  man,  at  times 
a  philosopher  who  speculates  on  Providence  and  the  life  of 
man;  again,  a  noble  martyr  for  his  country,  who  feels  beset  by 
foes  and  jealous  rivals,  and  complains  bitterly  that  he  stands 
alone  and  unfriended  in  the  state  which  he  has  saved.  But  he 
is  always  manly,  and,  perhaps,  somewhat  hard  and  plain  in  his 
language,  choosing  poetry  as  the  only  known  vehicle  of  expres- 
sion in  his  day,  but  saying  in  verse  what  in  after  days  would  ha\  e 
been  said  in  prose.  Hence  it  is  that  the  later  orators  found 
him  so  suitable  for  quotation.  His  political  recollections,  and 
his  advices  to  his  friends,  were  in  Athens  handbooks  of  poli- 
tical education. 

There  remain  but  eight  lines  of  his  famous  elegy  called 
Salamis,  whereby  he  incited  his  people  to  persevere  in  wrest- 
ing this  island,  the  place  of  his  birth,  from  Megara.  Of  his 
Meditations  ^Xirobrjicai  eh  'Ad^vat'ovg  and  eig  zcivtov)  several 
long  passages  are  quoted,  one  by  Demosthenes,1  to  which  the 
student  can  easily  refer ;  several  by  Plutarch  and  Diogenes 
Laertius  in  their  lives  of  Solon,  another  by  Stobaeus.  The 
last,  a  passage  of  seventy  lines,  is  of  great  interest  as  con- 
taining a  summary  of  Solon's  philosophy  concerning  human 
life,  but  can  hardly  be  fairly  conveyed  by  quoting  short  extracts. 
Many  other  snatches  of  proverbial  wisdom,  or  gnomes,  are 
cited  from  these  vttuOijkui,  and  are  among  the  sententious  frag- 
ments which  have  made  historians  speak  of  the  Gnomic  poets  of 

1  In  his  Tlapairpeafieia,  p.  254. 
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Greece  as  a  distinct  class.1  This  was  never  the  case,  though 
there  can  be  no  doubt  that  the  personal  poets  from  this  time 
onward  adopted  a  philosophical  tone  which  made  them  pecu- 
liarly fit  for  educational  purposes.  Many  of  his  poems  bore  on 
their  titles  personal  dedications,  71-poc  Kptriai',  -n-poc  QiXoKvwpov, 
■rrpoc  <&<Lko>',  thus  preserving  the  personal  character  of  the  elegy, 
while  treating  public  topics.  The  last  cited  was  in  tetrameters, 
and  told  of  the  temptations  and  solicitations  to  which  the  great 
lawgiver  had  been  exposed.2  He  also  composed  melic  poems 
for  musical  recitation  at  banquets.  All  these  varied  scraps, 
full  of  precious  historical  information,  do  not  now  amount 
to  more  than  250  lines.  I  will  quote  the  elegy  on  the  nine 
ages  of  man  (though  doubted  by  Porson),  because  it  seems 
preserved  entire  in  a  somewhat  inaccessible  treatise  of  Philc 
and  because  it  develops  an  idea  often  since  repeated  in  philo 
sophical  poetry.  This  poem  is,  indeed,  constantly  referred  to 
by  ancient  authorities.3 

1  e.g.  TroAAol  yap  tt\ovt(v(Ti  KaKo't,  aya.8ol  Se  iztvoVTai 

aW1  7]/j.e7s  ai>TO?s  oi)  Siafiei^/o^eda 

Trjs  apeTijs  rbu  irXovrov,  eVel  rh  jxiv  tfnreSov  ahi, 

Xp^aro  5'  dvOpw-xccv  aWore  d\\os  *xfc- 

And  UdvTT]  8'  ddavdruv  a.<pav)]s  voos  avOpwwoicriv, 

a  text  admirably  developed  in  his   frag.  13,  of  meditations  (uitoBtjkcu  eh 
kavr6v). 

2  He  was  thought  a  fool  by  his  friends  not  to'  seize  and  hold  the 
tyranny  of  Athens  when  he  had  the  power,  for  in  their  opinion  it  was 
worth  being  flayed  alive  to  have  once  enjoyed  such  a  position.  Euripides 
gives  an  admirable  expression  of  this  Greek  passion  for  holding  a  tyranny  in 
the  speech  of  Eteocles  in  his  Phcenissa,  vv.  398,  sq. — the  solitary  passage 
which  may  have  come  from  Euripides  through  George  Gascoigne  into 
Shakespeare,  as  will  be  shown  in  a  subsequent  chapter. 

3  irais  fxiu  avr}[$os  iwv  en  vr^Tcios  'ipKos  6S6utoiu 

<pvaas  e/f/SaAAei  irpwrov  iv  (ttt'  tnaiv 
robs  8'  irepovs  ore  8?;  reXicrri  6ebs  twr'  iviavrovs, 

r)@7is  eKcpaivei  viifxaTa  yeivop.evr]S' 
rrj  TpiraTii  Se  yiveiov  o.e^ofj.4vcov  %ti  yviuiv 

Aax"0VTai,  xpo^is  'dvOos  d^si.^oixivr]s 
rfj  8e  nrdpTij  ircis  ris  iv  ifioo/j-dSi  fj.iy'  apicTTOS 

Icrxvv,  h'jvT  avfipes  CT^ar'  %xova?  operas- 
irifiirrri  8'  wplov  dvopa  yd/iov  iJ.ip.vr]fiivov  tlvai 

8* 
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It  is  often  maintained  that  Solon  is  the  one  great  politician 
who  holds  a  place  in  Greek  literature,  but  this  is  only  true  for 
us,  and  would  never  have  been  asserted  had  the  works  of  his 
contemporaries  reached  us.  It  seems,  on  the  contrary,  to  have 
been  the  fashion  at  this  period  for  every  important  polirica. 
man  to  teach  his  fellow-citizens  in  elegies,  and  to  write  con- 
vivial songs,  as  we  may  see  from  the  notices  of  Diogenes  about 
Pittacus,  and  Periander,  and  Bias.1  Hence  the  reputation  of 
the  so-called  Wise  Men,  who,  according  to  all  the  different 
lists  of  them,  agree  in  combining  poetical  teaching  with  practi- 
cal politics.  ThuJ  the  wild  confessions  of  Archilochus,  which 
were  followed  up  in  Lesbos  by  no  less  passionate  effusions, 
led  the  way  to  confessions  of  far  different  men,  and  to  the 
development  of  the  didactic  side  of  elegiac  and  iambic  poetry. 
The  elegy  assumes  from  this  time  onward  this  special  charac- 
ter, and,  if  we  except  its  public  side,  as  epigram,  and  a  few 
imitations  of  the  older  social  tone,  appears  confined  within 
limits  unknown  in  the  seventh  century. 

§  127.  Contemporary  with  the  serious  and  philosophical 
poetry  of  Solon,  we  have  that  remarkable  burst  of  genius  in  the 
island  of  Lesbos,  which,  though  it  lasted  but  a  generation,  has 
affected  the  lyrics  of  the  world  more  than  all  the  rest  of  Greek 
poetry.  This  school,  though  strictly  melic,  and  always  ac- 
companied  by  music,    differs  fundamentally  from   the  Doric 

Kal  itaiUccv  £r}Tuv  elffoirlffu  yevt{jv  ' 
ttj  8'  (Ktti  nepl  irdvra  KaTapTverai  v6os  avSpds, 

ovS'  epSetv  tff  6fjL<2s  tpy'  and\afj.va  de\er 
kizra.  Se  vovv  Kal  yXwcrcrau  eV  ej38o/n.d(nv  /u.ey  aptcrros 

oktui  r'  afjLcporipwv  recrcrapa  Kal  5e'/c'  trrf 
t?7  8'  (varrj  trt  ix\v  SvvaTai,  /na\aKWTepa  8'  avrov 

irphs  fxeyaAyv  aperrju  yX&acrd  re  Kal  aocpir]- 
rfj  SeKarrj  8'  oVe  8?;  reAe'tr??  6ebs  emJ  tvtavrovs, 
oiiK  av  dupos  ioov  fj.oTpav  ex0'  Oavdrov. 
1  By  comparing  Herodotus,  i.  170,  concerning  Bias'  political  advice  to 
the  Ionians,  with  the  verbally  similar  statement  of  Diogenes  Laertius,  i.  <;, 
tiroir\<re  Se  wepl  'loovias,  riva  p-aMcna  av  rpiizov  ei/Sai/xovoiri,  eis   eirr)  SlffY^Xta, 
I  am  persuaded  that  in  Theognis,  vv.  757-6S,  we  have  an  actual  fragment  of 
Bias  preserved,  describing  the  blessings  of  the  proposed  Ionian  settlement 
in  Sardinia. 
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melos,  in  being  personal,  secular,  and  composed  in  a  different 
and  local  dialect,  the^Eolic.  I  therefore  prefer  classing  it  with 
the  personal  poetry  of  the  Greeks,  and  separating  it  from  the 
public  choral  poetry,  with  which  other  historians  have  com- 
bined it.  At  the  head  of  this  famous  ^Eolic  poetry  stand 
Alceeus  and  Sappho,  contemporaries,  and  both  of  Lesbos, 
flourishing  from  the  40th  Olympiad  onward. 

We  know  of  Alc^us  that  he  was  an  aristocrat  of  Mitylene, 
that  he  fought  against  the  Athenians  for  the  possession  of 
Sigeum,  but  fled,  and  threw  away  his  shield,  which  was  hung  up 
by  his  adversaries  as  a  trophy.  He  was  ever  busy  in  the  con- 
flicts of  the  aristocrats  against  the  rising  power  of  the  people, 
and  against  the  tyrant  who  professed  to  represent  them.  About 
Ol.  45  he  assisted,  along  with  his  brother  Antimenidas,  and  with 
Pittacus,  in  the  overthrow  of  the  tyrant  Melanchros  ;  but  when, 
after  much  trouble  and  the  death  of  another  tyrant,  Myrsilus, 
the  great  body  of  the  citizens  chose  Pittacus  as  their  dictator 
(a  power  which  he  held  589-79  B.C.,  and  then  resigned), 
Alcreus  and  his  party  were  exiled,  and  lived  a  roving  and  adven- 
turous life.  Alcgeus  went  as  far  as  Egypt,  Antimenidas  as  a 
mercenary  to  fight  under  Nebuchadnezzar,  King  of  Babylon, 
and  distinguished  himself  by  slaying  an  opposing  Goliath.  At 
some  time  during  Pittacus'  rule  Alcseus'  party  attempted  a  for- 
cible return,  when  he  was  taken  prisoner,  but  at  once  liberated 
by  the  man  whom  he  had  reviled  with  the  greatest  bitterness 
and  fury  in  his  poetry.  These  few  facts  show  us  in  Alcasus  the 
perfect  picture  of  an  unprincipled,  violent,  lawless  Greek 
aristocrat,  who  sacrificed  all  and  everything  to  the  demands  of 
pleasure  and  power.  These  are  the  men,  and  this  the  type  of 
aristocrat,  which  gave  the  tyrants  all  their  opportunities. 

§  128.  Of  Sappho  (in  her  own  dialect  tyuirtya)  we  know  that 
she  was  the  daughter  of  Skamandronymus  (or  Skamon)  and  of 
Klei's.  She  was  small  and  dark,  but,  notwithstanding  these 
defects,  often  called  beautiful.  The  official  position  of  her 
brother  Zarichus,  who  was  public  cupbearer,  and  the  adven- 
tures of  her  brother  Charaxus,  who  was  in  the  wine  trade  with 
Naucratis,  and  spent  his  substance  on  the  fair  Rhodopis,  would 
imply  that  she  too  was  of   rich  and  aristocratic  birth.      She 
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is  said  to  have  had  a  daughter  Kleis,  and  to  have  stood  in 
friendly  relations  to  Alcoeus.  She  gathered  about  her  a  society 
of  various  maidens,  who  were  inspired  by  her  example  to  cul- 
tivate music  and  poetry.  Of  these  the  most  celebrated  was 
Erinna,  whose  poem  called  'UXaKarri  {the  Spindle)  was  quoted 
and  admired. 

There  is  no  hint  of  political  writing  in  the  remains  of 
Sappho.  She  seems  to  have  devoted  all  her  genius  to  the 
subject  of  love,  and  was  decidedly  the  greatest  erotic  poet  of 
antiquity.  The  exceeding  passion  in  her  extant  fragments,  and 
the  constant  travesties  of  her  in  the  middle  and  new  comedy, 
to  which  her  position  as  a  literary  woman  made  her  peculiarly 
exposed,  have  produced  a  general  impression  against  her 
moral  character.  She  sang  of  her  unrequited  love  for  Phaon, 
and  a  legend  came  to  be  believed  that  she  had  in  despair 
cast  herself  from  the  Leucadian  rock,  at  the  remote  end  of 
the  Greek  world.  She  is  further  accused  of  having  felt  an 
unnaturally  violent  passion  for  her  girl  friends,  and  her  poetry 
has  been  called  licentious  and  immoral.  There  has  been  a 
warm  controversy  between  Welcker,  on  the  one  hand,  who 
with  over-chivalry  has  vindicated  the  honour  and  purity 
of  Sappho,  and  Mure,  on  the  other,  who  has  turned  aside 
from  his  path  1  to  undertake  the  unpleasant  task  of  proving 
that  her  passion  was  no  mere  enthusiasm,  and  that  she 
was  no  better  than  she  ought  to  be.  Without  entering  upon 
this  unsavoury  discussion,  I  venture  to  suggest  that  both  ad- 
vocates are  wrong  in  assuming  that  their  own  view  excludes 
that  of  the  other.  If  I  understand  the  aristocratic  society  of 
these  times  rightly,  what  we  call  purity  and  virtue,  and  what  we 
call  unchastity  and  vice,  were  as  yet  to  a  great  extent  fused  in 
that  larger  and  more  human  naturalism,  which  embraces  im- 
pulses of  both  kinds  in  their  turn,  and  which  refuses  to  consi- 
der momentary  passion  a  permanent  stain  upon  honour  or  even 
purity.  The  highest  virtue  of  the  Greek  aristocrats  did  not 
exclude  all  manner  of  physical  enjoyment.2 


1  Hist,  of  Greek  Lit.  iii.  pp.  315,  496,  sq. 

2  M.  E.  Burnouf  {Lit.  grecque,  i.  p.  194)  points  out  with  great  good  sense 
that  most  literary  historians  have  falsely  imagined  the  society  and  habits  of 
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§  129.  Having  thus  summarised  our  scanty  information 
concerning  the  lives  of  these  great  artists,  we  may  approach  at 
more  leisure  the  more  important  question  of  their  position  and 
services  in  the  development  of  Greek  literature.  The  first 
point  to  be  settled  is  their  filiation,  if  any,  or  their  utter  inde- 
pendence from  previous  art,  and  their  recurrence  to  the  pure 
source  of  popular  song.  It  seems  to  me  that  the  direct 
heredity  of  Alcoeus,  at  all  events,  from  Archilochus  has  been 
very  much  overlooked.1  No  two  poets  in  Greek  literature  are 
so  like  in  temper.  Not  to  speak  of  distinct  copying,  such 
as  the  confession  of  throwing  away  his  shield  in  Alcaeus,  we 
can  see  in  the  abuse  of  Pittacus  a  political  counterpart  to 
the  attacks  on  Lycambes,  we  can  see  the  same  employment  of 
very  various  metres,  the  same  enjoyment  of  love  and  wine,  of 
rambling  about  the  world,  and  of  adventure.  Neither  poet 
uses  the  unvarnished  dialect  of  his  native  town,  but  from  expe- 
rience of  travel,  and  probably  from  purely  artistic  reasons, 
both  write  a  literary  form  of  their  national  speech.  So  far  as 
the  love  poems  of  Archilochus  are  extant,  they  seem  also  the 
distinct  forerunners  of  the  poetry  of  Sappho  ;  there  is  the  same 
flow  of  passion,  the  same  indescribable  power  of  painting  the 

the  /Eolians  at  Lesbos  to  have  been  exceptionally  free  and  even  loose.  They 
probably  differed  in  no  social  or  moral  respect  from  their  Ionic  neighbours 
in  Samos,  Teos,  and  elsewhere.  Both  contrasted  with  the  notions  deve- 
loped in  course  of  time  at  both  Sparta  and  Athens.  '  A  l'epoque  de  Sapho 
et  dAlcee,  les  cites  eoliennes  et  ioniennes  avaient  encore  ces  mceurs  aris- 
tocratiques  qui  les  font  ressembler,  a  beaucoup  d'egards,  a  la  republique  de 
Venise  du  temps  ou  le  noble  Marcello  composait  pour  la  haute  societe  du 
Grand-Canal  les  psaumes  qui  ont  rendu  son  nom  celebre  :  les  relations 
sociales  y  etaient  libres  et  faciles,  quelquefois  licencieuses,  mais  toujours 
empreintes  d'elegance  et  de  cette  noblesse  de  manieres  qui  appartienne  aux 
aristocraties.  Du  reste  le  climat  des  iles  et  des  rivages  eoliens  est  d'une 
douceur  qui  tourne  a  la  mollesse,  et  qui  engendre  aisement  la  volupte ; 
le  canal  de  Lesbos  est  eclaire  le  soir  d'une  suave  lumiere  et  parcouru  sans 
cesse  par  des  brises  tiedes,  mais  non  enervantes,  que  parfument  les  arbustes 
odoriferants  des  montagnes.  Les  richesses  et  le  luxe  de  l'Asie  abondaient 
sur  ces  rivages  et  donnaient  aux  nobles  Grecs  de  ces  contrees  ces  habitudes 
de  langueur  et  de  poesie  passionnee,  dont  nous  retrouvons  encore  quelque 
chose  dans  leurs  descendants  italiens  et  asiatiques.5 

1  Horace  {Epist.  i.  19,  v.  28)  points  out  clearly  the  metrical  filiation. 
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agony  of  desire.  In  these  features  they  both  contrast  with  the 
gentler  and  more  resigned  complaints  of  Mimnermus,  who 
naturally  uses  the  calm  elegiac  metre,  while  the  others  felt  the 
necessity  of  shorter  and  more  hurried  rythms.  The  dialect  of 
Sappho  is  more  strictly  the  local  language  of  Mitylene,  and 
not  so  purified  as  that  of  Alcseus,  but  both  were  full  of  hard 
expressions,  which  are  perpetually  commented  on  by  lexico- 
graphers. 

On  the  whole,  antiquity  seems  to  have  placed  Sappho  in 
the  first  rank,  and  despite  the  variety  of  subjects  and  of  interests 
in  Alcseus,  preferred  the  pure  voice  of  gentle  and  womanly  feeling 
in  her  love  poems.  But  the  Alexandrians  thought  differently, 
and  while  several  of  them  edited  critical  texts  of  Alcseus,  they 
seem  to  have  paid  no  similar  attention  to  Sappho.  Never- 
theless, according  to  M.  Burnouf,  both  poets  survived  till  the 
eleventh  century  a.d.,  when  they  were  burned  at  Constanti- 
nople and  at  Rome,  in  the  year  1073,  during  the  popedom 
of  Gregory  VII.  Thus  these  inestimable  exponents  of  Greek 
feeling  have  only  reached  us  in  slight  and  scattered  fragments, 
most  of  them  by  mere  grammatical  or  lexicographical  notes. 

§  130.  Their  lyrics,  apart  from  the  difficult  dialect,  are  far 
more  easy  to  comprehend  than  the  more  elaborate  rythms  of 
Pindar,  Alcman,  or  Stesichorus.  For  instead  of  long  complicated 
systems,  which  required  all  the  help  of  music,  and  even  of  danc- 
ing, to  bring  out  the  symmetry,  and  carry  on  the  hearer  to  the 
antistrophe  and  the  epode,  the  odes  of  Alcseus  and  Sappho 
were  constructed  in  short  simple  stanzas,  which  were  easily 
comprehended,  and  recitable  even  without  their  musical  accom- 
paniment. They  were  in  fact  the  earliest  specimens  of  what  is 
called  in  modern  days  the  Song  ox  Ballad,  in  which  the  repetition 
of  short  rythms  produces  a  certain  pleasant  monotony,  easy  to 
remember,  and  easy  to  understand.  It  is  this  quality,  in  con- 
trast with  the  elaborate  systems  of  Pindar's  metres,  which 
makes  Horace  exclaim  that  Pindar  is  inimitable,  and  which  led 
him  to  confine  himself  to  the  ^Eolic  poets  of  Lesbos,  and  their 
simpler  art.  We  know  perhaps  as  much  of  Alcseus  and  Sappho 
through  Horace  as  through  their  own  fragments.  For  though 
the  genius   of  the  Roman  poet  was  totally  different,  though 
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the  political  and  erotic  passions  of  the  Greek  aristocrat  were 
not  only  strange  to  his  nature,  but  the  very  reverse  of  his 
teaching,  yet  he  adhered  so  closely  to  the  idiom  as  well  as  the 
measures  of  his  models,  that  much  of  the  old  Greek  grace  and 
some  of  the  fire  are  felt  through  the  colder  medium  of  his 
translations. 

But  while  Romans  and  moderns  have  proclaimed  this  side  of 
the  lyric  poetry  as  the  best  and  the  most  perfect,  the  verdict  of 
the  Greeks  was  quite  different.  No  one  doubted  the  intense 
genius  of  both  poets,  or  of  their  successor,  Anacreon ;  Sappho 
especially  is  praised  through  all  Greek  literature  as  a  tenth  Muse, 
as  equal  to  Homer,  as  unapproachable  in  grace  and  sweetness. 
Yet  the  course  and  development  of  lyric  poetry  drifted  away 
from  them ;  the  simple  song  did  not  speak  to  the  Greeks  like 
the  great  choral  systems  of  Stesichorus  and  Arion,  and  thus 
the  last  and  most  perfect  development  of  this  kind  of  poetry,  of 
the  melos  of  the  Greeks,  was  no  offshoot  of  the  school  of  Lesbos. 
For  the  character  of  this  Lesbian  poetry  was  such  as  to  dis- 
pense with  orchestic,  and  this  was  to  the  Greeks  so  important  an 
element  in  melic  poetry,  that  the  higher  kinds  were  not  to  be 
appreciated  without  it.  All  this  will  appear  clearly  when  we 
come  to  treat  of  choral  lyric  poetry. 

The  poems  of  Alcaeus  were  divided  according  to  subjects — 
first  Hymns,  then  Stasiotica,  telling  of  adventures  in  politics  and 
war,  then  Skolia,  then  Erotica;  nor  were  the  latter  three  very 
clearly  distinguished.  Two  books  are  cited  from  the  editions 
of  Aristophanes  and  Aristarchus.  Sappho's  poems,  on  the 
contrary,  were  divided  into  at  least  nine  books,  and  according  to 
metres,  but  all  called  indiscriminately  \i£kt\.  She  wrote  hymns, 
like  Alcaeus,  but  both  poets  composed  in  a  free  and  secular 
spirit,  nor  did  they  take  their  place  among  the  really  religious 
poets  of  the  Greeks.  Their  metres  are  very  various — some  of 
them  very  difficult  to  analyse  in  our  fragments,  and  there  is  no 
reason  to  think  that  what  we  know  as  the  Alcaic  and  Sapphic 
metres  were  the  most  prominent  in  their  works.  They  are  so 
fully  described  in  the  prefaces  to  Horace,  that  I  need  not 
detail  them  here.  Sappho  was  said  to  have  first  introduced  the 
key  known  as  Mixo-Lydian,  and  to  have  raised  the  epithala- 
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mium  to  a  place  in  artistic  poetry,  though  the  form  seems  to 
have  been  fixed  by  Alcman  or  Stesichorus.     Her  two  longer 
extant  fragments  have  been  preserved  as  specimens  of  excel- 
ence  by  Dionysius  and  Longinus.1 

We  have  no  fragment  equally  long  from  the  works  of 
Alcoeus,  though  there  are  many  beautiful  thoughts  still  surviv- 
ing, such  as  that  cited  by  Plutarch,  which  makes  Eros  the 
child  of  Iris  and  the  West  wind — of  the  sunlit  showeis  and 
soft  breezes  of  spring.  His  fragment  40  is  directly  copied  from 
a  passage  in  Hesiod — if  both  do  not  repeat  an  older  popular 
song.  His  metaphor  of  a  storm-tossed  ship  for  the  agitated 
state  became  at  once  a  commonplace  in  Greek  literature.2 
The  unusual  forms  of  the  ^olic  dialect  make  the  readings  of 
all  these  fragments  very  uncertain  and  contested. 

1  <f>aiVeTcu  fioi  k?ii>os  'Cffos  Oeolcriv 
e/j./j.ev1  &vr\p,  vans  ivavrios  toi 
l£dpei,  Ktxl  TrXaaiov  55u  tpoivev- 

ffas  viraicovei 
kcu  yeAaiaas  Ifxepdef.     T<5  yuoi  /nai 
tcapSiav  iv  ffrridecriv  firrSaffev, 
bj  yap  eviSov,  /3po^e'coy  ere  <pu>vas 

ovotv  eT    ei/ce» 
aAAa  Ka/j.  ixkv  yAutraa  eVye-  Aeirrbv  8' 
avTLKa  XPV  'Kvp  v^roBeSpofiaKev  • 
dmrdTeffffiv  8'  ovSiv  upy]fx\  iirtppo/J.- 

f3evffi  8'  UKovai  ■ 
a  Se  fi'  'iSpoos  Ka/cxe'eTcu,  rpd/xos  8e 
iraaav  aypu,  x^wporepa  Se  iroias 
ifijxv  Ti0vd,K7]v  S'  o\iyw  '7rtSei5?js 

ipaivofxai  &AAa. 
aAAa  TCO.V  ToAjxajov — 

2  'AavvfTTi/j-L  twv  ave/j.u>v  ardenv  • 

rb  fiev  yap  %vQev  kv/jlo.  KuAivSerai, 

Tti  5'  tvOev  '  &txixes  8'  av  rb  fxeaaou 
vai  cpoprifxeQa  abu  fieAaiva, 

Xtin&vi  fj.o\SevyTes  fieydAcp  pdAa' 
■Kip  ixiv  yap  avrXos  lffT6ireSav  %xel> 

Aa~i(pos  Se  Trap  £aSrjAoj/  fjSri 
Kal  AauLSes  fxeyaAai  kot'  aiiro' 
x6\ai<ri  8'  ayxvpai. 
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§  131.  This  is  the  proper  place,  in  accordance  with  the  plan 
of  my  work,  to  notice  the  three  imitations  of  the  dialect,  metre, 
and  manner  of  the  old  /Folic  poets  by  the  Alexandrian 
Theocritus.  They  are  the  28th,  29th,  and  30th  idylls  in  the 
collection  ascribed  to  him  (at  least  in  the  most  recent  editions, 
such  as  Ziegler's  and  Fritzsche's  second  editions),  for  the  last  of 
them  was  only  recovered  from  a  Milan  MS.  in  the  year  1864. 
The  28th  is  an  elegant  little  address  to  an  ivory  spindle  which 
the  poet  was  sending  as  a  present  to  the  wife  of  his  physician- 
friend,  Nikias  of  Kos,  and  was  probably  composed  on  the  model 
of  a  poem  of  Sappho.  The  other  two  are  properly  called  ttcuciko. 
AIoXikcl,  and  are  poems  on  the  sort  of  love  most  prominent  in 
the  society  of  Alcasus.  One  of  them  has  been  even  suspected 
to  be  the  real  work  of  Alcacus.  To  me  that  last  in  order, 
though  in  a  most  corrupt  and  hopeless  state,  as  anyone  may 
see  in  the  transcript  printed  by  Fritzsche  before  his  emended 
version,  seems  poetically  the  best,  and  is  full  of  grace  and 
elegance.  The  dialect  is  believed  to  be  an  artificial  Doric,  to 
some  extent  coloured  with  the  later  local  speech.  The  metres 
are  either  the  asdepiadics  common  in  Horace's  Odes,  which  are 
imitated  from  the  same  source,  or  what  are  called  /Eolic 
dactylics.  There  is  no  trace  of  strophes  in  any  of  the  three 
poems.  Though  Theocritus  was  probably  one  of  the  best 
imitators  in  any  age,  it  cannot  be  said  that  this  attempt  to 
reproduce  the  love  poetry  of  Alcaeus  has  made  much  impression 
upon  the  world.  It  is,  at  all  events,  quite  eclipsed  by  his 
bucolic  side,  in  which  his  originals  were  far  less  known  and  less 
splendid,  and  his  imitation  fresher  and  full  of  genius. 


CHAPTER  XL 

THE  PROGRESS  OF  PERSONAL  POETRY. 

§  132.  We  now  come  to  the  epoch  of  Greek  poetry  which 
was  so  brilliant  and  many  sided,  that  it  is  not  possible  to  treat  it 
in  chronological  order,  nor  to  separate  clearly  the  various  threads, 
which  were  becoming  closely  connected  and  interlaced.  We 
find  01.  60  mentioned  as  the  date  of  the  flourishing  of  so  many 
poets,  that  we  begin  to  wonder  what  circumstances  favoured 
literature  at  this  juncture.  Of  the  many  which  suggest  them- 
selves, three  may  be  noted  as  of  great  breadth  and  importance. 
First,  the  caste  feeling  of  the  Greek  aristocracy  was  brought  out 
and  intensified  by  the  conflicts  with  tyrants  and  democracies;  and 
this  stimulated  the  bitter  hate,  and  the  complaints  of  travel,  of 
exile,  and  of  unfriendliness,  which  we  find  repeated  in  the  re- 
mains of  Theognis.  Secondly,  the  rise  of  brilliant  courts  under 
the  tyrants,  who  reached  perhaps  their  highest  point  about  this 
time — Samos,  Syracuse,  Athens,  Corinth  were  now  swayed 
by  them — had  again  created  a  lofty  patronage  for  poets,  and 
high  remuneration  for  their  art,  not  to  speak  of  the  rivalry  among 
the  cities  of  victors  at  the  games  to  obtain  their  praises.  Most 
of  the  later  lyric  poets  would' have  greatly  disgusted  Alcseus  or 
Solon.  They  had  sunk  back  to  the  social  position  of  depend- 
ants on  princes,  like  the  old  epic  rhapsodes,  when  they  did  not 
assert  their  liberty  in  turbulent  exile  by  vehement  and  bittet 
railing.  Still  the  comforts  and  luxuries  of  being  a  well-paid 
and  well-honoured  court  poet  favoured  Anacreon,  and  Pindar, 
and  Simonides  of  Keos,  and  many  others  who  lived  in  the  great 
art-centres  of  Greece. 

There  remains  yet  a  third  widely  different  reason.  While 
education   and  consequently  literature  were  being  more  and 
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more  disseminated,  prose  had  not  yet  been  adopted  as  a 
vehicle  of  thought,  and  thus  the  whole  intellectual  outcome 
of  the  nation  took  the  form  of  verse.  Much  of  what  re- 
mains is  indeed  prosaic  in  idea.  Xenophanes  followed  the 
older  wise  men  in  attempting  to  clothe  philosophy — and  this 
time  real  philosophy — in  a  poetic  form.  The  wisdom  of  Pho- 
kylides  and  of  Theognis  is  not  half  so  poetical  as  Plato's  prose. 
But  the  Greeks  awoke  very  slowly,  as  is  well  known,  to  the 
necessity  of  laying  aside  metre  in  writing  for  the  public,  and 
even  when  they  did,  we  shall  find  their  prose  never  shaking  off 
a  painful  attention  to  rythm. 

Thus  the  whole  of  the  Hellenic  world,  now  better  informed, 
better  read,  better  educated,  had  no  other  expression  than  poetry, 
and  so  this  age,  the  end  of  the  sixth  century,  became  the  greatest 
and  most  brilliant  epoch  in  all  the  history  of  Greek  poetry. 
Now  for  the  first  time,  perhaps  for  the  only  time,  the  Greeks  of 
Sicily,  Italy,  Hellas,  Africa,  the  islands,  and  of  Asia  Minor  were 
all  contributing  independently  to  the  national  literature.  They 
did  not  all  crowd  to  Sparta,  as  formerly,  or  to  Athens,  as  after- 
wards. They  were  not  all  epic  poets,  as  of  old,  or  dramatic,  as 
all  the  great  ones  of  later  days.  They  kept  up  elegiac,  iambic, 
and  hexameter  verse  ;  they  cultivated  personal  and  choral  lyrics 
with  equal  success  ;  nor  was  it  till  the  close  of  this  epoch  that 
the  latter  form  of  lyrics  asserted  itself  as  having  gained  the 
suffrages  of  the  entire  Hellenic  world.  For  this  reason  I  have  left 
the  history  of  public  choral  poetry  to  the  last,  and  wall  not  take 
it  up  till  I  have  sketched  the  varied  developments  of  personal 
poetry  in  connection  with  the  authors  already  discussed. 

§  133.  Unfortunately,  our  most  considerable  remains  from 
this  epoch  are  those  of  elegiac  poetry,  which  was  perhaps  the 
poorest  and  least  characteristic  species.  Its  day  was  gone,  and 
with  the  exception  of  its  survival  in  epigrams,  it  fell  asleep  till 
it  was  resuscitated  by  the  Alexandrians,  and  became  a  favourite 
form  of  Roman  poetry.  Thus  at  this  period,  elegiacs  and  the 
lame  iambics  of  Hipponax  seem  to  have  been  the  form  adopted 
by  less  poetic  minds,  which  would  in  a  later  century  have 
spoken  simple  prose.  We  have  a  few  pithy  fragments  of 
Phokylides  of  Miletus,  giving  his  experiences  in  short  proverbs 
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with  the  formula  This  too  is  P/wkylidcs'1  (/out  ruh  ^ojkvXIcs w),  but 
we  know  nothing  of  his  life.  He  imitates  Simonides  in  satirising 
women  by  comparing  them  to  domestic  animals,  he  speaks  of 
Nineveh  familiarly  as  a  great  city,  he  wishes  to  be  of  the  middle 
class  (/uiaoQ  Lv  7roA.£«),and  even  ridicules  the  advantages  of  high 
birth,  so  that  he  can  in  no  wise  be  regarded  as  an  instance  of 
the  common  statement,  that  all  the  poets  of  the  lyric  age  were 
aristocrats.  There  are  similar  feelings  scattered  through  the 
collection  called  that  of  Theognis,  not  to  speak  of  Hipponax. 
But  of  Phokylides  nothing  more  can  be  learned.1 

§  1 34.  Xenophanes  is  a  clearer  personality,  whose  life  is  not 
only  in  other  respects  very  interesting,2  but  whose  extant  frag- 
ments are  far  the  finest  left  us  from  this  epoch  of  the  elegy,  it 
not  altogether  the  finest  we  possess.  The  first  describes  the 
conditions  of  a  really  pleasant  feast,3  the  second  is  an  attack  on 

1  I  purposely  pass  by  in  silence  the  spurious  moral  poem  once  attributed 
to  him,  consisting  of  some  250  hexameters  (Bergk,  pp.  455-75)  neatl) 
put  together,  and  stating  the  Jewish  moral  code  pretty  completely.  Then 
can  be  no  doubt  that  it  is  the  work  of  a  late  Alexandrian  Jew. 

2  He  seems  to  have  written  as  much  in  epic  hexameters  (on  which  cf. 
above,  p.  122)  as  in  elegiac  form. 

3  NDi/  yap  87/  (direb'ov  Kadapbv  Kal  X(iPes  airavrccu 

Kal  kvAikss  '  irAenrovs  8'  ap.<piTi6e7  ffreipdvovs, 
izAAos  8'  fvwSes  fivpov  eV  (piaAy  iraparelvei  • 
KprjTrjp  8'  '4<yTrjKiv  [xeffrbs  ixxppoawris  • 

OlSOS  8'   iffTIV  (TOlfXOS,   OS  OVTTOTe   (p7){TL  TTpoSuHTeil', 

yueiAi^os  iv  Kepd/xois  &v6eos  otrSd/xej/os' 
iv  Se  /xeaots  ayvyv  oS/jltjv  AifiavcoTos  'Irjcnv, 

\pvxpov  8'  Zgtiv  vScop  Kal  yAvKv  Kal  KaQapdv 
■napKiivrai  8'  aproi  £av9ol  yepaprj  re  rpdire^a 

Tvpov  Kal  /ueAiros  irlovos  axdofxcvrj- 
fi&Libs  8'  avQzcriv  av  rb  fxzaov  Ttavr-q  irenvKacrTai, 

/aoAttt]  8'  a./j.(pls  c^et  Sc^uara  Kal  QaA'ir]. 
Xph  S77  irpwrou  fxlv  Qibv  v/xve7i>  ev<ppovas  avSpas 

eu(pr]fj.ois  /xvdois  Kal  KaQapolcri  Aoyois. 
ffireiaauTas  8e  Kal  iv^ajxivovs  ra.  8'iKaia  b"vvao~8ai 

■Kpi](To~£iv  '  TavTa  yap  Siv  iffTi  ■npoaipiTtov, 
o\>x  vflpeis  irlveiv  8'  oirdaov  Kev  t^w  dcpLKOio 

oif/caS'  avev  irptmdAov,  jit-);  iravv  yypaAcos  ' 
avSpaiv  8'  alue7v  tovtov,  os  ctrdAa  iriccv  dvacpaivn, 

$  01  p  fxvT)noo~ivr]  Kal  v6os  o/z<J>'  aotrri'.  ■ 
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the  increasing  mania  for  athletics  and  for  physical  training, 
which,  keeping  pace  with  the  growing  national  importance  of 
the  public  games,  began  to  infest  the  Greece,  very  much  as  it 
has  been  infesting  the  England  of  later  years.  We  know  that 
Solon  had  protested  against  this  evil  a  generation  earlier, 
and  had  diminished  the  public  rewards  given  to  victors  at  the 
games.  In  the  next  century  Euripides  (whose  scholiast  quotes 
this  fragment  of  Xenophanes)  writes  in  the  same  spirit.  In 
later  days  generals  like  Alexander  and  Philopoemen  set  their 
faces  steadily  against  athletic  training  as  unserviceable  for  mili- 
tary purposes.  We  hear  from  Xenophanes  that  he  began  to 
philosophize  at  the  age  of  twenty-five,  and  had  been  spreading 
his  thoughts  through  Greece  for  sixty-seven  years,  so  that  it  is 
probable  that  his  activity  began  while  Solon  was  yet  alive,  at 
all  events  early  in  the  sixth  century.1 

§  135.  The  same  may  certainly  be  said  of  his  contemporary 
Theognis,  under  whose  name  we  have  a  little  volume  of 
elegies  (nearly  1,400  lines)  of  which  the  greater  part,  called  the 
first  book,  contains  all  manner  of  political  and  social  advices, 
while  the  rest  is  devoted  to  amorous  complaints  of  the  coldness 
or  faithlessness  of  a  favourite  boy,  whom  the  poet  addressed 
throughout  his  works.  From  the  allusions  in  these  poems  it 
appears  that  Theognis,  who  belonged  to  Megara  in  Greece, 
though  he  is  also  called  a  citizen  of  the  Sicilian  Megara,  was 
one  of  the  old  aristocratic  party,  which  had  crushed  and  op- 
pressed the  lower  classes,  till  after  many  internal  feuds  and 
troubles  the  dynasty  of  Kypselus  in  its  turn  defeated  and 
exiled  the  oppressors,  and  gave  liberty  and  property  to  the  com- 
mon people.     After  the  fall  of  the  Kypselids  the  party  struggles 

ovti  fidxas  8ieVeij>  Tlt^vccv  oi/Se  TiydfTcoy, 

oi)5e  to.  KevTavpccv,  TrXdcr/xara  rwv  Trporipuv, 

7)  ardaias  cr<pe8avds  '  reus  ovSeu  xprjffrbi'  HveaTiv ' 
decov  Se  TTpop.T]6eir]v  aliv  *xeiv  ayafloj'. 

1  Bergk  places  his  appearance  as  a  philosopher  so  far  back  as  01.  46,  7, 
so  that  he  would  come  quite  close  to  Thales  ;  and  this  weuld  account  fol 
his  not  departing  from  the  poetical  form  of  teaching,  as  Heracleitus  did, 
whose  work  may  be  fifty  years  later.  But  this  explanation  is  unnecessary, 
cf.  above,  p.  123. 
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recommenced,  but  with  this  difference,  that  the  people  had 
got  possession  of  a  considerable  portion  of  the  property  of  the 
better  classes,  and  entered  upon  the  conflict  with  some  idea  of 
their  own  rights  and  claims.  This  was  of  course  most  galling 
to  the  aristocrats,  who  remembered  their  opponents  '  wandering 
about  in  sheepskins  and  goatskins,'  and  glad  to  accept  any 
benevolences  in  their  despair. 

The  genuine  elegies  of  Theognis  appear  to  have  been 
advices  to  a  young  aristocratic  favourite,  Kyrnus,  also  called 
by  the  patronymic  Polypaides,  on  the  importance  of  high 
breeding,  on  the  essential  vileness  of  the  lower  classes,  on  the 
decay  of  party  spirit  among  the  Megarian  nobles,  and  the 
rising  influence  of  wealth.  The  nobles  are  called  the  good,  as 
we  call  them  the  better  classes,  and  the  mere  citizens  (cloroi) 
are  called  the  bad  systematically,  but  by  no  means  in  such  a 
way  as  to  warrant  the  absurd  inference  that  in  the  poet's  mind 
good  (uyuOoc,  eaOXoc)  and  bad  (m^uc)  had  a  purely  political 
meaning.  There  are  ample  evidences  in  the  elegies  of  these 
words  in  their  strictly  moral  sense,  which  indeed  was  established 
long  before  Theognis. 

There  are  other  allusions,  such  as  to  the  threatened  wars  of 
the  Medes,  which  might  lead  us  to  further  inferences  about 
the  poet's  life,  if  the  elegies  now  collected  under  his  name 
were  the  unalloyed  expressions  of  one  poet,  and  not  a  sort  of 
politico-moral  '  elegant  extracts  '  put  together  for  educational 
purposes,  long  after  the  poet's  death,  and  without  any  attempt 
to  maintain  his  real  teaching.  There  is  no  Greek  poet  to 
whom  the  application  of  this  Wolfian  theory  has  been  more 
eminently  successful.  The  allusions  to  the  Lelantine  war  on 
the  one  hand,  and  to  the  Medes  on  the  other,  stretch  far 
beyond  the  life  of  any  one  man,  even  were  he  to  make  such  fla- 
grantly inconsistent  assertions  about  morals  and  politics  as  are 
found  in  the  collection.  Moreover,  lines  elsewhere  preserved 
as  Solon's  and  as  Tyrtseus'  reappear  as  Theognis'  ;  and  with 
this  change,  that  in  more  than  one  case  the  opening  and  con- 
cluding lines  (containing  some  general  summary  or  reflection) 
are  set  down,  omitting  the  body  of  the  poem,  as  it  appears  in 
Stobaeus,  and  as  assigned  to  the  older  author.  This  shows  clearly 
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the  intentions  of  the  compiler.  He  only  wanted  moral  saws, 
and  not  personal  poems.  Bergk,  who  has  worked  all  this  out, 
shows  furthermore  that  only  the  old  elegiasts  are  excerpted,  no 
notice  being  taken  of  such  poets  as  Ion  or  Critias.  The  date 
of  the  compilation  is  limited  by  a  passage  of  Isocrates,  who 
wishes  that  such  a  collection  were  made,  and  again  in  the 
other  direction  by  a  passage  in  Plato's  Laws,  who  says  that 
some  such  plan  was  being  adopted  by  practical  educators.  Our 
so-called  Theognis  therefore  probably  took  its  present  form 
about  the  middle  of  the  fourth  century.  I  have  already 
noticed  how  there  is  perhaps  a  fragment  of  Bias  of  Priene, 
among  others,  here  preserved  to  us.  Possibly  Callinus  and 
Mimnermus  are  also  represented.  Unfortunately  the  most 
valuable  parts,  both  historically  and  aesthetically,  have  been 
omitted  by  the  dry  schoolmaster  who  made  the  selection. 
The  poetical  value  of  the  collection  is  small,  and  the  tone 
approaches  the  modesty  and  tameness  of  prose,  as  old  critics 
observed.  The  convivial  fragments  are  perhaps  the  best.  It 
is  to  be  remarked  that  the  second  book,  which  contains  love- 
complaints  almost  exclusively,  breathes  a  manly  and  vigorous 
tone,  and  reminds  us  of  what  the  ancients  have  reported  of  the 
character  of  such  attachments  among  the  old  Cretans  and 
Kuboeans.  Fragments  of  the  poems  seem  indeed  to  refer  to 
Eubcea,  others  to  Sparta,  and  the  whole  is  composed  in  the 
educated  Ionic  dialect,  which  was  far  removed  from  the  ordi- 
nary speech  of  the  Megarians.  This  is  accordingly  the  most 
striking  instance  of  the  close  connection  between  a  peculiar 
dialect  and  a  peculiar  form  of  poetry,  to  the  exclusion  of  the 
ordinary  language  of  the  poet. 

§  136.  Bibliographical.  As  to  MSS.  they  are  very  numerous, 
at  Paris  and  the  Vatican  especially,  but  also  at  Venice,  Florence, 
and  elsewhere.  Bekker's  collation  has  shown  the  paramount 
value  of  one  (A)  known  as  Alutinensis  (which  alone  contains 
the  second  book),  now  in  Paris  (Codd.  Grccc.  Suppl.  388),  but  he 
has  not  specified  its  age.  Then  one  (K)  of  the  Venetian  (Marc. 
522),  and  one  (O)  of  the  Vatican  (Vatic.  915),  which  have  been 
shown  by  Bergk  to  be  of  separate  and  considerable  value.  All 
the  rest  are    far    inferior   and   not  independent.     The    editio 
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princcps  is  the  Aldine  of  1495  (together  with  Theocritus,  Hesiod, 
&c.) ;  the  most  important  subsequently  are  those  of  Camerarius 
(1551),  of  Brunck  and  Gaisford  (as  Poetce  Gnomiti).  The 
critical  editions  are  by  Bekker(2nd  ed.,  Berlin,  1827),  Welcker 
(1826),  Orelli  (1840),  Ziegler  (1868),  and  in  Bergk's  Lyric  Poets. 
There  are  four  or  five  German  translations,  and  a  partial 
English  version  in  J.  H.  Frere's  Theognis  Restitutus  ( Works, 
vol.  hi.),  which  endeavours  to  construct  the  poet's  life  and 
opinions  from  his  poems  ;  but  the  whole  attempt  is  vitiated 
by  the  assumption  of  the  unity  of  authorship  of  our  text.  The 
somewhat  similar  speculation  of  O.  Midler  in  his  History 
of  Greek  Literature  has  been  severely  handled  by  Bergk 
(Neues  Rliein.  Mus.  vol.  iii.  pp.  227). 

§  137.  We  may  here  fitly  sum  up  in  a  few  words  the  later 
history  of  the  elegy,  which  for  us  may  be  said  to  close  with 
Theognis.  There  were  indeed  many  other  elegiac  poets,  both 
Ionic  and  Attic,  of  whom  traces  still  remain,  but  to  us  they  are 
lost,  nor  have  we  reason  to  think  that  if  extant  they  would  occupy 
a  high  place  in  Greek  Literature.  The  last  important  poem 
of  the  species  in  older  days  was  the  Lyde  of  Antimachus, 
whose  learned  epic  was  above  mentioned  (§  109).  This  lament 
on  the  death  of  his  beloved  was  a  sort  of  In  Memoriam,  like  the 
great  poem  of  our  own  day,  passing  from  personal  grief  into 
larger  questions — but  in  Antimachus  questions  of  mythical  and 
genealogical  lore.  Though  good  critics  always  speak  of  the  poet 
as  laboured  and  pedantic,  there  can  be  no  doubt  that  his  elegy, 
as  well  as  his  learned  epic,  had  great  influence  in  moulding  both 
the  epics  and  elegiacs  of  Alexandria,  where  these  cold  and 
formal  qualities  were  in  high  repute.  The  few  extant  lines  of 
the  Lyde  give  us  no  idea  of  the  poem.1  There  are  other  well- 
known  names  handed  down  to  us  as  having  composed  social 
elegies,  principally  at  Athens,  such  as  Ion  of  Chios,  Euenus  of 
Paros,  and  a  certain  Dionysius  (nicknamed  '  the  Copper '), 
from  all  of  whom  a  few  lines  survive  of  grace  and  of  elegant 
workmanship.  In  the  next  generation  the  notorious  Critias, 
among  his  varied  literary  woik,  composed  political  elegies, 
or  descriptions   of  polities  {noXiTtiui   e/.ificrpoL  is  their  title), 

'  Lergk,  FLG.  p.  6iu. 
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in  the  style,  though  far  removed  from  the  temper,  of  Solon, 
and  of  these  two  considerable  and  interesting  fragments  survive.1 
§  13S.  An  elegiac  complaint  in  the  Andromache  of  Euripides,2 
in  Doric  dialect,  is  a  curiosity  in  dramatic  literature.  But 
while  we  have  these  few  formal  representatives  of  sustained 
composition  in  elegiac  metre,  it  seems  that  with  Simonides 
came  in  the  fashion  of  composing  short  epigrams  of  a  votive 
character  on  monuments,  or  epitaphs  on  tombs,  for  which 
this  form  was  generally  adopted.  Those  of  Simonides  were 
most  famous,  but  in  the  later  collections  of  the  anthologies  we 
have  short  elegiac  inscriptions  attributed  to  all  manner  of  lite- 
rary men,  tragic  poets  like  ^Eschylus  and  Euripides,  lyric 
poets,  even  to  prose  writers  like  Thucydides  and  Plato.  The 
genuineness  of  these  little  pieces  is  always  a  very  difficult 
question  ;  but  that  the  general  fashion  prevailed,  and  that  various 
literary  men  amused  themselves  in  this  way,  apart  from  great 
competitions  for   public  dedications,  is  certain.     The  reader 

1  Frag.  2  :  KaJ  tJ5'  edos  SirdpTri  fxeAerri/xd  re  Keijxev6v  eariv, 

TTlVeiV  t\\V  aVT7jV  o'lVOCpOpOV  KvAlKIZ, 

u?}5'  cnroSwpeTadat  wpoTrdffeis  dvo/j.ao~rl  Aeyovra, 

(171$'  enl  Se^irepav  x€"fa  kvkAovv  dtaffov 

ayyea    ..... 

.    .   .  AuS);  x^lp  eup%  '  Ait  iaroyevr\s, 
Kal  irpoir6aeis  bpeyeiv  e7n5e'£ia,  kx\  Trpona.Ae7a0ai 

i^ouofx.aK\7iSr]v,  &  TrpoTrielv  ediAei. 
sTt'  anb  rowvruiv  Triicrecov  yAutraas  re  Avovaiv 

els  alcrxpovs  fivOovs,  o~w)xd  t'  a^avporepov 
revxovcriv  •  irpbs  5'  ufi/nar'  a^Aus  a/j.0Aonrbs  e<pi£ei' 

Atjcttis  5'  eKT7]Kei  [x.vrip.o<Tvvr)v  irpairiSwi' : 
Yovs  b~e  irapeff<paAraf  Secies  5'  aKuAaarou  exovffiv 

?]0os  •  eTrennr'nrrti  5'  olKorpifHis  Sairdi'T}. 
ol  AaKeSai/AOviaiv  Se  K6poi  Tiivovai  roaovrov, 

ware  <ppev'  els  lAapuv  eAiriSa  irdvr'  airayeiv. 
ets  re  <piAo(ppocriii'7}v  yASicraav  fxerpiov  Te  yeAwra, 

ToiavTT)  5e  i:6o~ls  ado/xari  t'  uxpeAifios 
yvcop-y  re  KTr)ffei  re  ■  KaAws  5'  els  epy'1  'Atppob'irris, 

irp6s  0'  vttvov  ^pfiocerai,  rbv  Ka/J.drwv  Aifieva, 
irpbs  T7]v  reptvvordrrjv  re  6ewi>  0vt]to7s  'Yyieiav, 

Kal  rijv  EucTEjSi'rjs  ye'nova  ^,cc<pp"avyr}i',  K.r.h, 

2  VV.  104,  'Sq. 
VOL.  I. — 9 
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will  find  in  Bergk's  Lyrici  many  such  epigrams  of  great  beauty 
under  the  authors  to  whom  they  were  attributed.  To  discuss 
them  together  is  rather  the  task  of  the  historian  of  post-classical 
literature.  For  the  Alexandrians  not  only  revived  the  Ionic 
elegy  in  the  hands  of  Callimachus,  Philetas,  Eratosthenes,  Par- 
thenius,  and  others,  but  exercised  their  wits  in  making  subtle 
epigrams  full  of  dainty  conceits.  These  are  well  worth  reading 
in  the  anthology,  where  they  are  confused  with  many  specimens 
of  older  and  simpler  work,  and  have  been  tastefully  reviewed  in  a 
special  chapter  of  Mr.  Symonds'  Greek  Poets.  The  erotic  elegy 
of  Callimachus,  Philetas  and  their  school  is  chiefly  interesting  as 
having  been  the  model  of  the  Roman  elegy,  which  is  one  of  the 
glories  of  Latin  literature  in  the  hands  of  Ovid,  Catullus,  Tibul- 
lus,  and  Propertius.  But  the  scanty  remains  of  Callimachus,1 
and  the  almost  total  loss  of  the  others,  relieve  me  of  the  neces- 
sity of  discussing  them  with  the  detail  I  have  allowed  to  Apol- 
lonius.  Yet  it  is  from  the  Alexandrian  and  Roman  elegy  that 
the  whole  modern  notion  of  that  kind  of  poem  has  been  de- 
rived. Thus  the  exceptional  Nanno  of  Mimnermus  was  more 
lasting  in  idea  than  the  far  more  ambitious  and  famous  works 
of  Solon  and  Theognis,  of  Xenophanes  and  Tyrta^us. 

§  139.  While  the  elegy  had  taken  its  completed  pragmatical 
form  in  Theognis,  and  while,  as  we  shall  see,  Ibycus  and  Ana- 
creon  were  each  following  up  special  forms  of  lyric  poetry,  the 
iambic  metre,  of  which  we  hear  hardly  anything  since  the  elder 
Simonides,  revived  with  peculiar  modifications  under  the  hands 
of  Hipponax  of  Ephesus,  who  is  generally  mentioned  as  the 
third  iambic  poet  of  the  Greeks,  along  with  Archilochus  and 
Simonides.  He  lived  about  the  60th  01.  at  Clazomenre,  being 
exiled  from  his  native  town  by  the  tyrants  Athenagoras  and 
Comas,  and  was  chiefly  noted  for  his  scurrilous  poems  on 
Bupalus  and  Athenio,  the  celebrated  sculptors,  who  had  repre- 
sented or  exaggerated  his  personal  deformity  in  a  portrait  statue. 

1  One  elegy  on  the  annual  bathing  of  the  statue  of  Athene  at  Argos  in 
the  Inachus,  140  lines  in  Doric  dialect,  and  after  the  style  of  a  Homeric 
hymn,  on  the  adventures  of  Athene  in  Bceotia,  and  the  blinding  of  Teire- 
sias.     On  Callimachus,  cf.  above,  §  102. 
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He  seems,  however,  also  to  have  attacked  a  contemporary 
painter,  and  to  have  been  a  man  of  violent  hates,  and  of  an 
unhappy  life.  Ovid  (in  his  Ibis)  says  that  he  died  of  hunger, 
but  this  may  be  a  poetical  inference  from  the  complaints  of 
cold  and  hunger  in  his  extant  fragments,  which  German  critics 
take  seriously,  but  which  are  more  probably  the  comic  outbursts 
of  a  somewhat  low  and  pleasure-loving  nature,  as  we  may  guess 
from  the  many  allusions  to  cookery  quoted  from  him.  Though 
he  used  ordinary  iambic  trimeters,  tetrameters,  and  also  hexa- 
meters in  epic  parodies  (which  he  perhaps  invented),  his  distinc- 
tive feature  was  the  use  of  choliambics,  or  iambics  ending  with 
a  spondee,  which,  according  to  the  Germans,  gives  the  metre  a 
halting  low  plebeian  tone,  only  fit  for  vulgar  and  coarse  subjects. 
Nevertheless,  the  refined  Callimachus  and  Babrius  came  to  use 
it  for  short  fables  of  an  innocent  and  even  graceful  descrip- 
tion. There  is  no  poetic  beauty  in  the  extant  fragments, 
which  are  chiefly  cited  by  grammarians  either  for  peculiar 
customs,  such  as  the  sacrificing  of  <puppaKoi — the  human  sin  offer- 
ings at  the  Thargelia,  or  for  hard  and  obscene  words,  probably 
local  or  slang  in  character.  Though  well-known  and  oft 
quoted,  Hipponax  naturally  formed  no  school,  but  there  are 
fragments  of  a  certain  Ananius,  who  wrote  in  the  same  metre, 
and  who  seems  to  have  lived  about  the  same  time.  The  con- 
stant invocations  of  Hermes  in  the  fragments  of  Hipponax  are 
remarkable,  and  point  to  some  unexplained  cause.  This  god 
may  possibly  have  been  the  favourite  deity  of  the  lower  classes 
in  Ionic  cities,  and  represented  in  the  streets,  as  we  know  was 
the  case  at  Athens.  The  names  of  the  later  choliambists  are 
not  worth  enumerating.1 

The  spirit  of  personal  satire  was  transmitted  to  Attic 
comedy,  which  is  generally  agreed  to  have  started  with  an 
iambic  vein,  and  in  its  political  days,  the  attacks  of  the 
comic  poets  on  leading  men,  or  on  notorious  libertines  at 
Athens   were  not  less   direct   and  angry   than  the  verses  of 

1  Cf.  Bergk,  FLG.  pp.  788,  sq.  Herodas  alone  is  still  of  interest,  and 
his  fragments  worth  reading.  But  his  date  is  variously  assigned  from  the 
age  of  Xenophon  to  that  of  Callimachus,  and  his  history  unknown. 
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Archilochus  and  Hipponax.  The  close  alliance  in  spirit  be- 
tween these  two  branches  of  Greek  poetry  is  further  illus- 
trated by  the  fact  that  Hermippus,  one  of  the  bitterest  oppo- 
nents of  Pericles  among  the  old  comic  poets,  was  also  the 
author  of  a  book  of  iambic  and  trochaic  poems,  often  quoted 
both  by  Athenseus  and  the  scholiasts  on  Aristophanes.1  These 
poems  were  personal  attacks  of  the  same  kind  as  those  in  the 
parabasis  of  the  earlier  comedies,  but  here  even  in  form  imi- 
tated from  the  ancient  masters  of  satire  among  the  Greeks.2 

§  140.  The  most  striking  possible  contrast  to  Hipponax  was 
his  contemporary  Anacreon  of  Teos,  who  migrated  with  his 
townspeople  to  Abdera,  when  they  were  driven  out  by  Harpagus. 
From  thence  he  was  called  to  grace  the  court  of  Polycrates  of 
Samos,  then  the  greatest  man  in  the  Greek  world  ;  and  after 
Polycrates's  murder  he  is  said  to  have  passed  his  old  age  with  the 
scarcely  less  splendid  Hipparchus  at  Athens.  Of  his  death 
nothing  certain  is  known.  Instead  of  the  low  virulence  and 
bitter  wants  of  Hipponax's  life,  we  have  here  an  accomplished 
courtier,  a  votary  of  love  and  wine,  a  man  who  enjoyed  every 
human  pleasure  to  the  full,  and  felt  no  trouble  save  the  touch 
of  silver  in  his  hair,  and  the  scorn  of  stately  youth  or  fair 
maiden  for  his  advancing  years.  He  concerned  himself  with  no 
politics  ;  he  gave  no  serious  advice  in  morals  ;  he  stands  aloof 
from  all  the  higher  aims  and  aspirations  of  his  age ;  he  was 
essentially  '  the  idle  singer  of  an  empty  day,'  the  minion  in 
poetry  of  a  luxurious  and  sensual  court.  The  vigorous  attack 
on  Artemon  (fr.  21)  seems  incited  by  erotic  jealousy;  the 
hymns  to  Dionysus,  who  is  with  him  as  prominent  as  Hermes 
with  Hipponax,  were  in  no  sense  religious,  but  worldly  compo- 
sitions.    But  this  want  of  seriousness  reached  the  very  core  of 

1  Cf.  Meineke,  Hist.  Com.  p.  96. 

2  When  the  Romans  lay  claim  to  the  invention  of  satire,  as  their  sole 
originality  in  poetry,  it  is  to  be  remembered  that  this  is  only  true  in  the 
peculiar  Roman  sense  of  satira,  as  a  poetical  medley,  such  as  the  satires  of 
Horace  and  Persius  ;  and  this  we  are  not  in  a  position  to  deny,  as  we  have 
lost  the  mimes  of  Sophron.  But  we  know  that  Sophron  was  the  model  of 
the  latter,  and  therefore  may  have  anticipated  this  phase  of  literature  also. 
To  say  that  satire,  in  the  other  and  now  received  sense,  was  invented  by 
Ike  Romans  is  quite  ridiculous. 
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his  nature.  His  praise  of  love  and  of  wine  are  not  the  passion- 
ate outbursts  of  Archilochus  or  Alcoeus,  but  the  elegant  encomia 
of  an  Aristippus,  who  lays  hold  of  pleasure,  but  is  not  held  by 
it.  The  glow  of  passion  and  the  pang  of  grief  could  not  agitate 
that  worldly  and  selfish  soul,  even  though  he  ventures  to  assert 
'  that  Eros  struck  at  him  with  a  mighty  axe,  and  plunged  him 
in  a  wintry  torrent.'  The  great  body  of  his  fragments,  and  the 
numerous  copies  of  his  poems,  speak  of  love  as  an  engrossing 
amusement,  of  feasting  as  spoilt  by  earnest  conversation,  nay 
even  of  old  age  with  a  sort  of  jovial  regret,  very  different  from 
the  dark  laments  of  the  earnest  Mimnermus.1  The  poetry  of 
Anacreon  is  no  longer  the  outburst  of  pent-up  passion,  but  the 
exercise  of  a  graceful  talent,  the  ornament  of  a  luxurious 
leisure.  Had  the  court  of  Augustus  not  affected  moral  reforms 
and  national  aims,  we  should  have  had  in  Horace  a  very  simi- 
lar poet.  In  both  the  very  absence  of  intensity  permitted  a 
peculiar  polish  and  grace  of  form,  so  much  so,  that  no  Greek  poet 
excels  Anacreon  in  the  variety  and  elegance  of  his  metres,  or  in 
the  purity  of  his  diction. 

It  was  for  this  very  reason,  because  perfect  form  was 
combined  with  trivial  and  shallow  sentiment,  that  the  poe- 
tasters of  a  worn-out  culture  chose  him  above  all  others  as 
their  most  suitable  model.  For  a  long  time  the  Anacreontics 
composed  in  the  schools  of  the  fourth  century  a.d.,  especi- 
ally at  Gaza,  imposed  their  conceits  upon  the  world  as  the 
work  of  Anacreon — an  imposture  of  which  the  brilliant  trans- 
lations of  Thomas  Moore  are  a  happy  result,  but  an  impos- 
ture inconceivable  had  they  attempted  to  copy  the  redhot 
aristocrats,  whose  lyrics  spoke  their  troubled  and  turbulent 
life.  I  will  not  discuss  these  well-known  love  poems,  which 
were  printed  repeatedly  with  great  elegance  at  Parma  and  at 
Rome  in  the  last  century,  so  much  so  that  they  have  become 
of  considerable  value  to  lovers  of  beautiful  books.  The  Roman 
reproduction  in  plates  and  in  type  of  the  eleventh  century 
Palatine  MS.  (Spaletti,  1781)  is  particularly  interesting.     They 

1  They  are  elegantly  characterised  by  Critias  (in  his  7th  extant  fragment, 
Bergk,  p.  605)  as  av/j-Troaiaiu  ipiOicrfia,  yvvcuKwv  ^irepSirevfia,  aiiAwv  avriiraAov, 

plAo/3dpf3iTOV,   7]§!)V,  &\vkov. 
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are  again  edited  with  more  care  than  they  deserve  by  Val.  Rose 
and  by  Bergk,  though  they  are  not  without  a  certain  elegance, 
and  have  produced  innumerable  translations  and  imitations. 
To  us  they  are  chiefly  useful  as  evidences  of  the  effect  pro- 
duced by  the  complete  works  of  Anacreon  upon  the  schools 
which  studied  him. 

In  form  Anacreon  belongs  to  the  ^Eolic  school  of  Sappho  and 
Alcreus,  and  his  poems  were  sung  without  chorus  to  the  accom- 
paniment of  a  lyre  of  twenty  strings.  His  verses  were  mono- 
strophic,  like  theirs,  repeating  simple  but  varied  rythms,  mixed 
iambics,  choriambics,  and  tribrachs,  after  the  manner  of  the 
verses  of  our  modern  songs.  But  he  seems  to  have  avoided 
the  special  metres  called  by  us  Alcaic  and  Sapphic,  and  to  have 
preferred  glyconics.  In  adopting  this  simple  and  personal 
form  of  the  ^Eolic  bards,  he  was  led  by  a  truer  instinct  than  his 
contemporary  Ibycus,  who  attempted  to  combine  the  erotic  tone 
of  the  Lesbian  school  with  the  choral  lyric  form  of  the  Dorians. 
But  it  will  be  better  to  class  Ibycus  with  the  latter  and  we 
shall  accordingly  return  to  him. 


* 


CHAPTER  XII. 

THE   PUBLIC   LYRIC   POETRY   OF   THE   GREL^S 

§  141.  We  have  already  recognised  the  first  beginnings  of  this 
strictly  Greek  form  of  poetry  in  our  notice  of  Alcman,  though 
personal  allusions  are  still  frequent  in  his  fragments,  and  his 
provincial  character  was  noted  in  contrast  to  the  broader  fea- 
tures of  his  successors.  The  first  of  these  who  is  sufficiently 
important  for  this  brief  history  is  Arion  of  Methymna,  specially 
celebrated  as  having  organised  the  dithyrambic1  choruses  in 
honour  of  Dionysus,  whose  worship,  orgiastic  and  oriental  in 
character,  had  hitherto  been  unsanctioned  by  either  states  or 
literary  men,  but  was  popular  about  the  Isthmus.  He  arranged 
the  chorus  of  fifty,  so  as  to  produce  antistrophic  effects,  and 
brought  into  use  dancing — the  science  of  orchestic — as  sub- 
sidiary to  music  and  poetry.  Historians  of  the  drama  have 
laid  great  stress  on  this  improvement  of  the  popular  dithyramb. 
Arion  was  the  first  to  introduce  it  into  a  Doric  town,  Corinth, 
and  to  give  the  chorus  an  artistic  form,  called  cyclic,  which  was 
not  changed  till  Thespis  rearranged  his  tragic  chorus  to  a  square 
form.  It  seems,  furthermore,  that  the  dithyrambic  choruses  of 
Arion  were  not  wildly  joyous  and  licentious,  like  the  original 
country  dances  which  were  his  model,  but  honoured  Dionysus 
as  Zagreus,  or  god  of  the  nether  world,  in  a  solemn  Doric  tone. 
Arion  is  even  called  the  inventor  of  the  tragic  tropos,  which 
corresponded  to  the  ifjfiiXeta,  or  solemn  dance  of  subsequent 
tragedy.     It  seems  that  his  cyclic  chorus  did  not  wear  masks, 

1  The  derivation  of  the  word  dithyrambos,  which  appears  to  have  been 
another  name  for  Dionysus,  is  not  yet  satisfactorily  explained.  It  was 
always  used  to  designate  those  mimic  combinations  of  music,  poetry,  and 
dancing  which  were  performed  in  honour  of  the  god. 
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but  was  a  serious  body  of  men,  so  that  the  dithyramb  assumed 
in  his  hands  something  of  the  dignity  of  the  choral  worship  of 
Apollo.  The  rude  wild  dithyramb  of  the  country  folks  no 
doubt  still  subsisted,  but  Arion  created  a  new  literary  form. 

These  important  innovations  are  indirect  inferences,  in  some 
cases  not  very  certain,  from  the  stray  notes  surviving  about  his 
literary  position,  which  is  little  discussed  by  the  ancients. 
Yet  his  personal  fame  was  very  great,  as  appears  from  the 
story  of  his  being  compelled  by  sailors,  who  coveted  his 
amassed  wealth,  to  jump  into  the  sea  on  his  return  route  from 
Italy,  when  a  dolphin  carried  him  to  Tsenarum.  He  re- 
appeared at  the  court  of  Periander,  to  the  dismay  of  his  would-be 
murderers.  He  seems,  in  fact,  as  intimate  with  Periander  as 
Anacreon  was  with  Polycrates.  This  fixes  his  date,  and  he 
is  besides  called  a  pupil  of  Alcman.  As  to  the  story  of  the 
dolphin,  our  evidence  for  it  is  curiously  old  and  respect- 
able. There  is  the  charming  narrative  of  Herodotus  (i.  23), 
who  mentions  the  figure  of  the  poet  on  a  dolphin,  dedicated  at 
Tsenarum.  This  figure  was  well  known,  and  was  copied,  or 
paralleled,  by  numerous  coins  of  Methymna,  Corinth,  Tarentum, 
Brundusium,  and  other  cities  in  Italy.  Legends  of  Tarentum, 
however,  connect  both  Taras  and  Phalanthus  in  a  similar  way 
with  dolphins,  so  that  we  cannot  be  sure  that  all  the  coins 
represent  Arion.  But  ^Elian,  in  repeating  the  story,  quotes  a 
passage  from  Arion  himself,  distinctly  alleging  the  facts.  This 
elegant  poem  l  has  been,  of  course,  declared  spurious,  because 

1  "r^ia-re  dew, 

tzovtls  xPv<T0Tp'tcul'e  XloaeiSov, 

yaidox'  iyKvfxou'  av'  aA/xav. 

fipayx'iois  -wept  5e  ere  ttXutoI 

Oripts  xoptvovcri  kvkAco, 

Kovcpoiai  ttoSwu  pifj.fj.a<riv 

eAacpp'  avairaAXofJitvoi,  cifxoi, 

(ppL^avxtves,  wKvSpo/jioi  (TKvAaKts,  (piASfiovaoi 

SeA(p7ves,  tvaAa  Op€/u./xara 

Kovpav  Nripe'iSwv  8eav, 

&s  iyeivar'  'A/jLcpirpha  • 

o't  /t'  els  TltAowos  yav  itrl  Tcuvapiav 

aKTav  eTropevcraTe  TrAa^o/xevov  5i«:eA<£  eV)  -jrJj/TMu 

KvpToiai  vuTots  oxevvres. 
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it  asserts  a  miracle,  or  because  it  is  unworthy  of  such  a  poet  as 
Arion — that  poet's  works  being  otherwise  unknown  !  ! — or  be- 
cause it  is  supposed  to  contain  modernisms.  All  these  are 
matters  of  opinion,  and,  on  the  whole,  the  absence  of  any  men- 
tion of  the  poem  by  earlier  authorities  makes  me  doubt  its 
genuineness,  though  I  suspect  it  must  be  the  ancient  work  of 
some  immediate  pupil,  who  passed  it  off  as  the  poet's  own. 

It  has  not,  I  think,  been  suggested  that  the  close  con- 
nection between  Arion  and  the  cult  of  Dionysus  may  have 
suggested  the  dolphin  legend,  for  we  see  from  the  Homeric 
hymn  to  Dionysus  (above,  p.  135)  how  that  god  was  early 
identified  with  marine  adventure,  and  more  especially  with 
dolphins,  as  a  sort  of  sporting  sea  satyrs,  whose  gambollings 
might  be  thought  analogous  to  a  dancing  chorus. 

§  142.  There  is  yet  another  alleged  composer  of  tragic  choruses 
— like  Arion's,  whose  work  Herodotus  notices  in  one  of  his 
precious  literary  digressions  —  Epigenes  of  Sicyon.  Hero- 
dotus says  that  the  Sicyonians  honoured  Adrastus  in  every 
possible  way,  and  even  celebrated  his  sufferings  in  tragic 
choruses,  honouring  not  Dionysus,  but  Adrastus.  Cleisthenes, 
for  political  reasons,  restored  the  due  honours  to  the  god. 
But  this  early  attempt  to  substitute  a  mortal  hero's  sufferings 
for  those  of  Dionysus  is  a  curious  anticipation  of  the  great  stride 
to  tragedy  made  in  Attica  at  the  close  of  the  same  century. 

§  143.  Before  passing  on,  a  word  may  be  said  on  the  melic 
fragments  quoted  by  Diogenes  Laertius,  as  the  most  favourite  of 
the  songs  composed  by  the  seven  wise  men.  He  cites  with  this 
formula  (rijjv  ce  acofiii'wv  /.idXiara  EvcoKtfit](TEv  avrov  radt)  from 
Pittacus,  Bias,  Chilo,  Thales,  and  Cleobulus.  The  metres  are 
dactyls  and  trochees  combined  in  logocedic  manner.  The  dic- 
tion seems  antique.  Yet  I  agree  with  the  sceptical  critics 
who  deny  their  genuineness.  Diogenes  borrowed  most  of 
them  from  the  book  of  the  Argive  Lobo,  about  whose  age  or 
authority  we  know  nothing. 

a\oKa  Nripeias  TrXaicus 

t4/J.VOVT€S,  CUTTlPtj  TTOpOV,   (pWTiS  SoXlOl 

(is  /u'  &</>'  aA.17rA.001/  yXaipvpas  vews 
eh  o78/i'  a\iir6p<pvpov  \ijnuas  Hpiipav. 

9* 
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§  144.  The  inscription  of  Echembrotus  the  Arcadian,  quoted 
by  Pausanias  from  a  tripod  at  Thebes,  is  genuine,  and  relates  that 
this  man  contended  at  Delphi  (evidently  after  the  wide  growth 
of  the  festival)  and  composed,  for  the  Hellenes,  songs  and  elegies. 
But  his  date  is  unknown.  Another  poet,  Xanthus,  is  distinctly 
mentioned  as  older  than  Stesichorus,  and  his  model  in  some 
things.  But  he  too  is  a  mere  name,  and  only  serves  us  to 
introduce  his  successor. 

§  145.  Stesichorus  of  Himera  was  a  great  figure  in  Greek 
literature,  and  evidently  a  man  of  the  first  importance,  but  his 
fragments,  though  numerous  (above  50),  do  not  afford  us  the 
materials  for  an  independent  judgment.  His  family  was  said  to 
proceed  from  the  Locrian  colony  Metaurus  in  Sicily,  and,  as  we 
have  seen  (p.  105,  note),  the  Locrian  legends  connect  him  with 
Hesiod.  His  original  name  is  said  by  Suidas  to  have  been 
Tisias.  He  lived  about  630-550  B.C.,  and  appears  to  have  died 
at  an  advanced  age  in  Catana,  where  a  curious  octagon  monu- 
ment, with  eight  pillars  and  eight  steps,  marked  his  tomb.  As 
the  oldest  poet  of  Sicily,  he  was  specially  distinguished.  More 
particularly  he  is  praised  for  his  Homeric  tone,  and  only  slightly 
censured  by  the  later  Roman  rhetoricians  for  redundancy. 
His  poems  once  comprised  twenty-six  books,  of  which  a 
group  of  twelve  poems  with  epic  titles  is  specially  noticed, 
such  as  Erifhyla,  the  Fall  of  Troy,  Helena,  the  Orestela,  &c. ; 
of  these  we  shall  speak  again.  There  were  also  religious 
poems,  of  which  we  know  very  little ;  songs  of  revelry,  sung  in 
Athens  at  wine-parties  ;  bucolic  love  poems  about  shepherds 
(particularly  Daphnis),  which  are  called  by  ./Elian  the  fore- 
runners of  Theocritus'  poetry,  and  lastly  love  stories  in  verse, 
which  seem  to  have  been  unlike  anything  in  Greek  literature, 
except  the  Milesian  tales,  and  their  successors,  the  late  Greek 
novels.  Of  these  the  Kalyke,  much  in  fashion  among  women, 
told  of  that  maiden  being  enamoured  of  a  youth,  and  praying 
to  Aphrodite  that  she  might  be  joined  to  him  in  lawful  wed- 
lock ;  but  when  her  desire  could  not  be  accomplished,  she  took 
away  her  own  life.  This  sentimental  poetic  novel  was  re- 
markable for  its  moral  tone,  and  indeed  all  Stesichorus'  poetry 
produces  the  same  impression. 
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§  146.  His  position  in  the  history  of  Greek  religion  is  very 
important,  for  finding  the  taste  for  epic  recitation  decaying,  he 
undertook  to  reproduce  epic  stories  in  lyric  dress,  and  present 
the  substance  of  the  old  epics  in  rich  and  varied  metres,  and 
with  the  measured  movements  of  a  trained  chorus.  This  was 
a  direct  step  to  the  drama,  for  when  any  one  member  of  the 
chorus  came  to  stand  apart  and  address  the  rest  of  the  choir, 
we  have  already  the  essence  of  Greek  tragedy  before  us.  He 
added  to  the  strophe  and  antistrophe  the  epode,  and  so  gave 
choral  lyric  poetry  the  complete  form,  found  in  Pindar  and  the 
tragic  choruses.  But  apart  from  these  formal  changes,  he  freely 
altered  and  modified  the  substance  of  the  legends,  or  perhaps 
broughtinto  notoriety  old  and  little-known  variations  which  from 
his  day  became  popular,  and  passed  into  Attic  tragedy.  To  judge 
from  like  variations  in  Pindar,  some  of  these  changes  were 
suggested  by  moral  reasons,  but  possibly  most  of  them  merely 
by  a  love  of  variety,  and  of  refreshing  the  somewhat  worn-out 
epic  legends.  On  the  siege  of  Troy  especially  he  differed 
much  from  our  Homer,  and  his  famous  palinodia  about  Helen 
gave  rise  to  the  most  celebrated  story  about  him.1  He  had,  in 
the  opening  of  a  poem,  spoken  disparagingly  of  the  heroine, 
who  struck  him  with  blindness.  He  then  composed  his  re- 
cantation (the  'EAira),  which  asserted  that  not  the  real  but  a 
phantom  Helen  had  gone  to  Troy  (a  legend  recurring  in 
Euripides'  Helena),  and  he  accordingly  recovered  his  sight.2 

The  poet  was  apparently  no  politician,  though  his  apologue  ot 
the  horse  who  called  in  a  rider  to  help  him  against  the  stag  was 
reported  to  have  been  composed  for  the  citizens  of  Agrigentum, 
to  open  their  eyes  to  the  danger  of  giving  Phalaris  the  power 

1  From  the  authorities  cited  by  Bergk  {FLG.  p.  981),  it  appears  that 
Plato  (P/nvd.  243  A)  is  our  earliest  authority  for  the  legend  ;  then  Iso- 
crates  (in  his  Encom.  Hcl.  p.  64).  But  the  fullest  account  is  in  Pausanias 
(iii.  19.  II).  A  host  of  other  allusions  is  also  cited.  It  is  important 
to  observe,  that  among  them  a  scholion  on  Lycophron  speaks  of  Hesiod  as 
the  first  deviser  of  the  story  of  an  elSooXov  of  Helen. 

2  The  first  lines  of  this  palinodia  have  survived  : — 

ovk  tar  tTV/J.os  Aoyos  ovtos, 
011S'  efias  hi  vavalv  eixxeKfiois 
ou8'  "neo  Tl(pya/J.a  Tpoias. 
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which  he  afterwards  so  grievously  misused.  The  language  of 
Stesichorus,  as  befitted  public  choral  poetry,  was  not  a  local 
idiom,  and  is  seldom  quoted  as  peculiar  by  the  grammarians, 
but  is  epic  in  tone,  and  pure  and  classical  in  its  diction. 
Unfortunately,  his  fragments,  chiefly  cited  for  new  versions  of 
legends,  are  more  barren  than  usual  for  us;  nor  is  there  any 
poet  of  whom  so  much  has  remained  who  now  presents  so 
indefinite  and  vague  a  figure  in  Greek  literature.  But  he  has 
a  certain  family  likeness  to  Pindar,  whose  4th  Pythian  ode  is 
probably  similar  in  type  to  his  poems  on  epic  subjects. 

§  147.  The  remains  of  the  poet  Ibycus  are  of  a  far  more 
definite  complexion.  This  poet,  a  native  of  Rhsgium,  flourished 
about  01.  60,  and  has  been  variously  regarded  as  a  successor 
of  Stesichorus.  and  as  an  offshoot  of  the  ^Eolic  school.  There 
are  strong  reasons  for  both  these  views,  but  that  which  main- 
tains the  former  is,  in  my  opinion,  the  more  correct.  The 
poems  of  Ibycus  were  essentially  choral  poems,  and  intended 
for  public  performances.  They  have  the  complicated  structure 
of  Stesichorus'  poems,  and  some  fragments  on  epic  subjects 
ascribed  in  turn  to  either  poet,  show  how  strong  was  the  simi- 
larity between  them.  There  are  indeed  a  great  many  references 
in  geographers  and  scholiasts  to  Ibycus  as  an  authority  on  epic 
legends.  But,  on  the  other  hand,  the  exceedingly  glowing  and 
beautiful  confessions  of  love,  and  the  fact  that  these  were  some- 
times addressed  to  individual  youths,  seem  to  place  the  poet 
among  the  personal  lyrists  of  the  ALoMc  school,  and  suggest 
that  he  should  be  treated  along  with  Sappho  and  Anacreom 

It  has  been  surmised  that  these  love  poems  were  not 
really  personal,  that  the  Chalcidians  had  of  old  contests  of 
beauty  among  boys,  and  openly  legalised  the  love  of  them, 
and  that  Ibycus  composed  these  passionate  addresses  as  the 
public  expression  of  the  love  of  beauty  among  his  fellow- 
citizens,  so  that  we  have  here  a  literary  effort  even  more 
artificial  and  self-conscious  than  the  philosophic  gaiety  of 
Anacreon.  But  such  excessive  refinements  are  surely  an  ana- 
chronism in  Ibycus'  age,  and  we  ought  rather  to  regard  his 
poetry  as  a  very  important  attempt  to  combine  the  chief  merits 
of  the  yEolic  school  with  the  richer  and  more  popular  forms  of 
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die  Doric  choral  poetry.  We  know  that  many  of  his  poems 
were  of  this  strictly  Stesichorean  character,  and  it  does  not  at 
all  appear  that  he  devoted  himself  wholly  to  love,  like  Sappho, 
or  that  he  touched  politics,  like  Alcaeus.  On  the  other  hand, 
we  find  the  feeling  of  love  almost  avoided  by  the  public  choral 
lyrics,  so  that  these  fragments  stand  out  in  peculiar  relief.  It  is 
very  remarkable  that  this  noble  attempt  of  Ibycus  did  not  find 
imitators.  Anacreon  and  Ibycus  are  the  last  Greek  poets 
who  touched  these  magic  chords  in  human  nature.  The 
poetry  of  love  disappears  (except  in  skolia)  during  the  period 
of  the  political  greatness  of  Greece,  and  only  revives  as  an 
artificial  plant  in  the  decay  of  its  literature.  It  may  have  been 
felt  that  such  personal  and  private  feelings  were  unsuitable  to 
public  choirs,  and  the  artistic  sense  of  the  Greeks  may  have 
forbidden  such  a  combination.  When  this  artistic  sense  was 
rapidly  developing  the  rich  antistrophic  periods,  and  various 
metres,  with  orchestic  to  expound  them  to  the  eye  as  well  as  to 
the  ear — it  may  have  been  felt  that  these  complicated  forms 
were  greater  and  more  national  than  the  simple  songs  of  Sappho 
and  Anacreon,  however  pathetic  and  beautiful  these  latter 
might  be.  So  it  came  that  Ibycus,  who  is  quoted  with  great 
enthusiasm  by  Athenseus,  and  other  critics  of  late  date,  is  not, 
so  far  as  I  can  remember,  commonly  praised  among  the  an- 
cients, or  placed  at  all  on  the  level  with  Stesichorus.  To  us 
the  extant  fragments  justify  the  reversing  of  this  judgment, 
those  of  Ibycus  being  exceptionally  beautiful.1 

The  legend  of  the  cranes  which  exposed  his  murderers  has 
been  best  told  in  a  famous  poem  by  Schiller,  but  does  not  rest 
on  any  very  ancient  authority. 

1   Frag.  2  :    "Epos  avr4  /xe  Kvaveoiaiv  vnb  $Xt(pa.pots  raicep'  ufi/xaai 
oepK6/xevos 
KTiA-ii/xao-i  TravToSano7s  e's  aneipa  oiktvo.  KvirpLo't  (3d\\n  • 
7}  llclv  rpoy.ica  viv  (Trepx6/j.evov, 
ware  <pepe£vyos  'i-mros  aedAotpopos  ttotI  yrjpat 
aixoiv  avv  uxe<T<pt  OooTs  es  ap.iAXav  e/3a. 


CHAPTER  XIII. 

THE   AGE   OF   SIMONIDES   AND    PINDAR. 

§  14S.  We  come  at  last  to  the  two  great  masters  of  what 
the  Germans  call  universal  mclic,  Simonides  and  Pindar.  Uni- 
versal melic  implies  that  these  men  rose  above  all  local 
idioms  and  parochial  interests,  and  were  acknowledged  as 
national  poets1  and  composers  of  all  sorts  of  lyric  poetry.  It 
must,  however,  be  remembered,  in  limitation  of  these  notions, 
that  the  love-songs  of  the  ^Eolic  school  are  not  reproduced, 
that  the  personal  experiences  of  the  poet  are  no  longer  promi- 
nent, and  that  these  men  distinctly  represent  the  triumph  of 
the  public  lyrics  over  the  personal  lyrics  of  earlier  schools. 
This  change  was  either  the  cause  or  the  effect,  or  both,  of  a 
changed  social  position  in  the  poets  themselves.  Neither 
Simonides  nor  Pindar  has  anything  in  common  with  the  tur- 
bulent aristocrats  of  earlier  lyric  days.  The  rise  and  pre- 
valence of  tyrants  in  Greece,  and  their  desire  of  spreading  cul- 
ture about  them,  had  created  a  demand,  and  a  comfortable 
prospect,  for  professional  court  poets,  of  whom  Anacreon  has 
already  been  noticed  as  a  specimen.  Thus  both  Simonides 
and  Pindar  lived  and  composed  at  the  courts  of  tyrants.  But 
fortunately  for  them  their  epoch  coincided  with  the  outburst  of 
democracy  after  the  Persian  wars,  and  the  rise  of  free  states 
which  could  rival  the  tyrants  in  patronising  letters.  Thus  we 
and  these  distinguished  men  equal  favourites  with  despots  and 
with  their  bitterest  enemies,  and  we  can  see  how  carefully  they 
must  have  avoided  politics.  In  the  great  national  contest 
against  Persia,  Simonides  took  part  by  his  numerous  elegies 

1  This  claim  is,  however,  -nade  by  an  earlier  poet,  Echembrotus,  the 
Arcadian  ;  cf.  above,  p.  202. 
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and  epigrams,1  for  which  he  seems  to  have  revived  the  elegiac 
metre,  which  had  fallen  into  disuse  for  philosophical  and  moral 
purposes.  But  Pindar,  whose  city  had  taken  the  wrong  side, 
and  had  Medized,  was  unable  to  glorify  the  Greek  cause  ade- 
quately at  the  expense  of  the  Thebans,  and  hence  Simonides 
maintained,  among  his  contemporaries,  a  higher  reputation. 

Simonides,  son  of  Leoprepes,  was  born  at  Iulis,  on  the 
island  of  Keos— an  island  afterwards  noted  for  good  laws  and 
for  culture — and  was  consequently  distinguished  from  his  older 
namesake  as  b  Kuoc.  As  his  life  reached  from  556  to  469  B.C., 
he  may  be  said  to  have  lived  through  the  most  glorious  and 
certainly  the  most  eventful  period  of  Greek  history.  Coming 
forward  at  a  time  when  the  tyrants  had  made  poetry  a  matter 
of  culture,  and  dissociated  it  from  politics,  we  find  him  a  pro- 
fessional artist,  free  from  all  party  struggles,  alike  welcome  at 
the  courts  of  tyrants  and  among  the  citizens  of  free  states ;  he 
was  respected  throughout  all  the  Greek  world,  and  knew  well 
how  to  suit  himself,  socially  and  artistically,  to  his  patrons. 
The  great  national  struggle  with  Persia  gave  him  the  oppor- 
tunity of  becoming  the.  spokesman  of  the  nation,  in  celebrating 
the  glories  of  the  victors,  and  the  heroism  of  the  fallen  patriots. 
This  exceptional  opportunity  made  him  quite  the  foremost 
poet  of  his  day,  and  decidedly  better  known  and  more  admired 
than  Pindar,  who  has  so  completely  eclipsed  him  in  the  atten- 
tion of  posterity.  In  one  department  of  poetry,  in  his  elegies 
and  epigrams,  he  indeed  always  held  the  foremost  rank,  but 
the  sacerdotal  and  grandiloquent  splendour  of  Pindar  has 
long  gained  the  day  over  the  smoother  and  more  worldly 
compositions  of  Simonides,  which  were  more  obvious  and  are 
believed  to  have  been  less  profound.  He  wrote  concerning 
Lycurgus,  and  his  influence  on  Sparta,  probably  in  some  choral 
piece  intended  for  recitation  there.  He  was  intimate  with  both 
Pausanias  and  Themistocles  ;  he  was  long  the  favourite  leader 
of  the  cyclic  choruses  (in  spite  of  his  plain  appearance)  and  com- 
poser of  dithyrambic  hymns  at  the  Dionysiac  festivals,  which 
had  become  popular  since  the  days  of  Peisistratus.  He  was 
intimate  with  the  Skopadae,  the  hereditary  grandees  of  Thessaly, 

1  Fragg.  90-110. 
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who  may  have  been  far  behind  Athenian  culture,  but  were  able 
to  pay  princely  fees  for  the  praise  even  of  their  dogs.  He  was 
also  intimate  with  the  great  tyrants  in  Sicily,  with  Theron  and 
Hieron,  whose  quarrels  he  allayed  by  his  prudent  advice.  It 
seems  that  anyone  could  purchase  his  services,  and  this  purely 
professional  attitude  appeared  mean  to  most  Greeks  when 
compared  with  the  red-hot  passion  of  the  old  aristocratic  lyrist, 
or  the  national  importance  of  the  Attic  dramatist,  whose  aims 
were  far  above  pecuniary  rewards. 

Most  unfortunately  we  have  no  complete  poem  (save 
epigrams  and  epitaphs)  now  remaining  from  this  great  poet ; 
but  the  exquisite  beauty,  the  pellucid  clearness,  and  the  deep 
but  chastened  pathos  of  his  fragments  make  us  wish  to  ex- 
change a  few  of  Pindar's  more  laboured  odes  for  the  master- 
pieces of  his  rival.  Besides  sepulchral  inscriptions,  we  have 
remains  of  Epinikia,  of  Hymns,  Dithyrambs,  Parthenia,  Hy- 
porchemes,  and  Threni,  or  laments.  Our  finest  fragments  be- 
long to  the  latter,  and  lead  us  to  suppose  that  pathos  was  the 
peculiar  gift  in  which  he  excelled.  It  was  that  calm  and  digni- 
fied grief  which  is  so  marked  a  feature  in  the  monumental  art 
of  the  Greeks,  and  of  which  the  specimens  in  sculpture  reach 
from  the  Attic  tomb  reliefs  to  the  famous  Laocoon. 

Simonides  was,  moreover,  famed  for  wise  and  witty  sayings, 
and  paid  attention  to  the  art  of  mnemonics.  His  modifications 
of  the  Greek  alphabet  point  rather  to  his  having  brought  ad- 
ditional letters,  already  known,  into  fashion  in  monumental 
inscriptions,  than  to  his  being  the  actual  discoverer.  He  de- 
scribed poetry  as  ivord-painling,  a  remark  with  which  Lessing 
opens  his  Laocoon,  and  styles  Simonides  '  the  Greek  Voltaire,' 
a  very  unhappy  comparison.  Of  the  great  number  of  epigrams 
handed  down  to  us  in  the  Anthology  under  his  name,  many  are 
doubtless  spurious,  nor  is  it  easy  to  detect  a  clever  imitator  in 
such  short  and  simple  pieces,  where  a  far  inferior  poet  might 
often  succeed  in  rivalling  his  master.  Some  of  them  however 
are  attested  by  indubitable  authority,  such  as  that  of  Herodotus, 
or  by  respectable  scholiasts.  These  are  rather  remarkable  for 
extreme  simplicity  and  for  an   avoidance  of  the  conceits  of 
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later  epigrammatists.1  But  in  any  case  they  are  of  inferior  in- 
tere  st  to  the  fragments  of  his  greater  poems,  as,  for  example, 
the  exquisite  lament  of  Danae.  2 

Apart  from  his  splendid  expressions  of  nationality  and  of 
patriotism,3  there  is,  apparently  for  the  reasons  above  cited,  an 
avoidance  of  politics  in  the  remains  of  Simonides.  On  the 
other  hand,  we  find  a  considerable  advance  in  the  critical  and 
philosophical  temper  which  pervades  them.  He  dissects  and 
censures   the   current   saws  of  elder   sages,4   and   sometimes 

His  high  esteem  for  terse  clear  utterance,  as  a  privilege  of  Greeks 
and  of  educated  men,  appears  from  the  proverbs  about  his  naitpbs  Auyos 
(cf.  Uergk,  frag.  jS9). 

2  Frag.  37  :  "Ore  Xdpvam  ev  SaiuaXea  avefiSs  re  \xiv 

KivrjOeTcrd  re  Ai/xva 

Sti/jLCiTt  ijpnrev,  ovk  aSidvroLai  ira.peia.7s 

a/x(pi  re  Tlepcre'i  fiaAAe  (piAav  x*Pa 

elire  re  '  &  reKOs,  oiov  e^a)  ir&vov ' 

av  o'  aoirels  ya\adrjv£  t'  tf8e'i  Kvwcraeis  ev  arepitel 

owjxari  x^Keoy6fj.4>(ij, 

WKri\afj.Tzel  nvaveq  re  ovocpw  ravvcrQeis. 

avaXeav  8'  virepde  reav  KSfiav  fiadeTav 

■Kapi6vros  uv/iaros  ovk  aAeyeis, 

ovh"  ave/j.ov  (p06yywv, 

Keijxevos  ev  iropcpvpea  xAam'Sf,  rrpiaooirov  KaX6v. 

El  Ze  rol  oeivbv  r6  ye  Seivbv  i\v, 

Kai  K.ev  e/j.wv  prj/xdrcov  Aerrrbv  virelxes  ovas. 

KeAofiai  5'  euSe  Ppecpos,  evZeriii  oe  irovros, 

euSerw  8'  afierpov  naaSis  ' 

/xeraifioAla  he  ris  (paveirj,  Zed  Trdrep, 

£k  o~eo  •  orri  8e  6apo~aAeov  eiros 

evx°H-aLi  TeKv6(pi  SiVav  avyyvooBi  fxot. 

3  Frag.  4  :  Taiv  ev  QepfioirvAais  Oavovrwv 

evK\e))s  fxev  a  Tir^a,  Ka\bs  5'  6  Trdrfios, 

fio0/j.bs  8'  6  rdepos,  irpb  yooiv  oe  /jlvucttis,  6  8    oIktos  Zttcui'os. 

ivracpiov  Se  roiovrov  evpws 

ovd'  6  TravSafidrup  a/xavpuiaei  xpdvos. 

avdpuv  8'  ayaOocv  3Se  aaK.bs  oiicerav  evfiofjav 

'EAAaSos  e'lAero  •  /naprvpe?  oe  AeaiviSas 

6  ^Trdpras  ffaaiAevs,  aperas  /xeyav  XeAonriis 

k6o~jjlov  aevaov  re  K\e7os. 

4  See  also  among  his  draKroi  \6yoi,  or  '  wit  and  wisdom,'  the  advice 
(frag.  192)  irai^eiv  ev  r<£  Pico  Kal  irepl  nrjSev  airAws  o~Trovb'd£eiv 
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repeats  them  in  a  finer  and  richer  form.  Thus  Hesiod's 
famous  lines  on  the  'narrow  way  that  leadeth  unto  virtue' 
are  beautifully  rendered1  But  the  leading  feature  in  his  philo- 
sophy seems  a  gentle  and  resigned  fatalism,  dwelling  patiently 
on  the  weakness  and  the  ills  of  men,  and  the  inscrutable 
paths  of  Divine  Providence.2  The  longer  elegiac  fragment 
(85)  bears  quite  the  stamp  of  Mimnermus,  and  may,  as  Bergk 
suggests,  have  strayed  here  (through  Stobseus)  from  the  older 
Simonides.  It  seems  a  natural  consequence  of  this  fatalism, 
which  is  curiously  at  variance  with  the  splendid  speculations 
of  Pindar  on  the  future  life  of  the  blessed,  that  there  should 
be  passages  in  Simonides  asserting  the  paramount  importance 
of  pleasure.3  His  other  rival  in  cyclic  choruses  was  Lasus 
of  Hermione,  the  teacher  of  Pindar,  and  one  of  the  literary 
men  employed  at  the  court  of  Peisistratus,  of  whose  works 
but  a  single  fragment  of  three  lines  remains. 

In  concluding  our  account  of  these  manifold  fragments  of 

1  Frag.  58  : 

"EffTi  ris  \6yos, 

Tav  'Aperau  va'ieiv  Sucra/J-Pdrois  iirl  irerpais, 

vvv  5s  \xiv  Ooav  x&P0V  o-yvov  afMcpeTreiv. 

oi/5e  irdvruv  fiXecpdpois  Qvarwv  effowros, 

&  firi  8a.Ke9vu.os  Id/'iis 

ZvfioQev  jJidXri,  uojtcu  r'  e's  aKpov  avdpeias. 

*  Thus  (fragg.  38,  39)  = 

UavTa  yap  fxiav  iKue'irai  SaffirXrira  Xdpvfib~iv, 
at  /xeydXai  t'  aperal  Kal  6  ttXovtos. 
JloWbs  yap  'd/A/xii/  els  to  redvuvai  xp^fos, 
fijuei/  6'  apid/iMp  iravpa  KaK&s  erect. 

And  again  : 

'Av9pwTTcov  oAlyov  fxeu  Kapros,  airpaKTOi.  8e  /j.e\r)d6v(s} 

alivi  8e  iravpw  irovos  a/xcpl  Tr6pt}> ' 

6  5'  &<bvKTOS  6/j.ws  (Tnicpe/xaTai  Odvaros ' 

Ketuov  yap  iaov  Xdxov  jj.epos  o'l  t'  ayadol 

OCTIS  T€  KUkSs. 

0  As  we  have  in  fragg.  70  and  71.  His  rivalry  with  Pindar  and 
jealousy  of  him  are  said  to  have  been  expressed  in  the  words  of  fragg:  75; 
t£e\4yx€i  6  vios  olvos,  Sec. 
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Greek  poetry  "between  Hesiod  and  Pindar,  it  may  be  well  to 
mention  that  English  versions  of  the  most  striking  pieces  will 
be  found  appended  to  Milman's  Agamemnon,  to  Mr.  Fitz- 
gerald's Hippolytus,  and  in  the  chapters  which  Mr.  Symonds 
has  devoted  to  them  in  his  Greek  Poets. 

§  149.  The  Theban  Pindar  is  the  only  Greek  lyric  poet  of 
whose  works  any  considerable  or  complete  portion  has  been 
preserved,  and  it  is  fortunate  that  even  this  scanty  dole  should 
come  from  an  artist  of  the  highest  name  and  fame.  He  was 
born  at  Cynoscephalee,  close  to  Thebes,  the  son  of  Daiphantus, 
in  the  spring  of  521,  or  end  of  01.  64, 3.1  His  ancestors  were 
known  as  flute-players,  and  apparently  connected,  through  the 
^Egidre,  with  Doric  blood,  as  we  may  infer  from  his  5th  Pythian 
ode.  Lasus  of  Hermione  was  his  master,2  and  indeed  Thebes 
was  generally  celebrated  at  the  time  for  flute-playing,3  though 
an  old  proverb,  which  he  twice  quotes,  spoke  of  his  people  as 
'  Boeotian  swine.'  Yet  celebrated  women,  Myitis  and  Corinna, 
contended  against  him  and  conquered  him  in  his  early  youth 
in  poetical  contests,  and  from  the  latter  he  is  said  to  have 
received  advice  and  encouragement.  But  he  became  known 
and  esteemed  at  an  early  age,  for  we  have  one  poem  (Pyt/i.  x.) 
apparently  written  when  he  was  not  above  twenty.  Two 
others  {Pyth.  vi.  and  xii.),  which  date  from  before  the  Persian 
wars,  are  simpler  and  less  ambitious  than  his  later  poems, 
and  may  be  regarded  as  showing  the  earliest  phase  of  Pindar's 

1  He  was  certainly  born  at  the  very  time  of  the  17th  Pythian,  but 
there  is  a  grave  doubt  whether  this  may  not  correspond  with  01.  65,  3 
(41S  B.C.),  for  though  the  Pythian  contest  seems  to  have  originated  in  the 
48th  01.,  the  first  contest  was  an  ayow  xPrHJ-aTl'rrlsi  f°r  money  prizes, 
whereas  in  01.  49,  3  it  was  made  <rTe<pav'iTris,  and  from  this  date  the 
scholiasts  on  Pindar  begin  their  reckoning.  Boeckh,  who  counts  from 
01.  48,  4,  depends  on  Pausanias  only,  who  seems  hardly  so  good  an 
authority  as  the  excellent  scholiasts  on  Pindar.  Cf.  on  the  question  Bergk, 
FLG.  p.  9,  who  says  he  probably  lost  his  father  early,  and  that  his 
stepfather  Scopelinus  was  a  flute-player. 

2  Apollodorus  and  Agathocles  are  also  mentioned,  and  it  is  more 
than  probable  that  he  received  his  instruction  from  all  three  masters  at 
Athens. 

3  This  fashion  was  not  introduced  at  Athens  till  later,  and  is  mentioned 
in  connection  with  Alcibiades. 
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style.  The  great  crisis  of  the  Persian  wars  seems  to  have 
affected  him  as  little  as  was  possible,  for  being  a  Theban  and 
opposed  to  the  patriotic  states  of  Greece,  he  could  not  offend 
his  townsmen,  and  would  not  offend  the  greater  states  with 
whom  his  sympathy  piobably  lay.  From  this  time  on  he  was 
employed  writing  occasional  poems  for  the  kings  or  citizens  of 
various  Hellenic  cities,  and  it  seems  almost  certain,  from  his 
allusions,  that  he  visited  Thessaly,  ^Egina,  Argos,  and,  of 
course,  Delphi  and  Olympia.  He  probably  knew  all  the  great 
cities  ;  but  wrote  very  little  for  Athenians,  and  not  at  all  (I  be- 
lieve) for  Sparta.  He  went  to  visit  Hieron  at  Syracuse  in  01. 
76  or  77,  and  made  friends  in  most  of  the  Sicilian  cities,  but 
seems  to  have  been  annoyed  at  the  rivalry  and  fame  of  Simo- 
nides  and  Bacchylides.  Thus  he  may  fairly  be  called  a  national 
lyric  poet,  and  one  who  was  honoured  and  rewarded  by  all 
manner  of  Hellenes  alike.  The  end  of  his  life  was  without  in- 
cident ;  he  died  in  his  eightieth  year  at  the  Boeotian  Argos  (441 
B.C.).1  There  was  a  bronze  statue  erected  to  him  at  Athens, 
and  he  was  specially  paid  by  the  Athenians  for  one  of  his  poems. 
His  house  was  spared  by  Alexander  when  destroying  Thebes. 
He  had  the  character  of  a  pious  reserved  man,  specially  devoted 
to  the  worship  of  Apollo  among  the  gods,  and  learned  in  the 
myths  and  ceremonies  of  local  cults.  He  often  gave  proverbial 
advice  like  the  older  elegiasts,  to  whose  tone  and  style  his 
wisdom  bears  much  resemblance.  A  closer  estimate  of  his 
genius  will  occupy  us  presently. 

His  poems  comprised  Hymns,  Pseans,  Prosodia  (of  which 
two  remain  among  our  collection),  Parthenia,  Hyporchemes, 
Encomia,  Skolia,  Dithyrambs  (of  which  one  considerable  frag- 
ment remains),  Threni,2  which  seem  to  have  been  exceptionally 

1  Other  authorities  place  his  death  in  his  sixty-sixth  year  (01.  82,  1). 
That  the  obscure  Argos,  mentioned  as  the  birthplace  of  Acusilaus,  is  in- 
tended, seems  likely  from  the  other  account,  which  speaks  of  him  as  dying 
in  his  own  country.  The  various  lives  of  Pindar  from  Suidas,  the  MSS. 
and  elsewhere,  Mere  collected  by  Boeckh,  and  are  copied  from  him  into 
later  editions.  The  fullest  and  best  seems  to  be  that  in  a  Breslau  MS. 
(Vratisl.  A,  which  also  contains  the  best  scholia),  which  was  first  edited  by 
Schneider. 

2  Suidas  gives  seventeen  separate  titles  for  the  seventeen  books,  if  we 
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fine,  and  the  Epinikia,  or  hymns  of  victory,  which  form  the 
chief  part  of  the  poems  we  possess.  I  do  not  believe  the 
notice  in  Suidas  that  he  wrote  tragedies.  For  the  theory  that 
there  existed  lyrical  tragedies,  intermediate  between  the  choral 
lyrics  and  the  Attic  tragedy,  though  sustained  by  Bockh  and 
O.  Miiller,  seems  devoid  of  any  better  foundation  than  that 
grammarian's  notice. 

§  150.  The  general  features  of  all  these  varied  poems  may  be 
gathered  up  under  the  following  heads.  In  the  first  place,  they 
were  non-political.  The  poet  seems  to  have  carefully  avoided 
identifying  himself  with  any  party  or  form  of  government.  His 
patrons  were  sometimes  free  aristocrats,  sometimes  hereditary 
rulers,  sometimes  tyrants  ;  and  the  poet  is  willing  for  pay  to  praise 
the  good  points  in  all  of  them.  Secondly,  they  are  religious,  and 
here  a  strong  feature  in  the  man  shines  through  every  line  that 
he  wrote.  He  was  honestly  attached  to  the  national  religion, 
and  to  its  varieties  in  old  local  cults.  He  lived  a  somewhat 
sacerdotal  life,  labouring  in  honour  of  the  gods,  and  seeking  to 
spread  a  reverence  for  old  traditional  beliefs.  He,  moreover, 
shows  an  acquaintance  with  Orphic  rites  and  Pythagorean 
mysteries,  which  led  him  to  preach  the  doctrine  of  immortality, 
and  of  rewards  and  punishments  in  the  life  hereafter.1  This  strik- 
ing feature  was  not  generally  adopted  by  later  moral  teachers, 
and  shows  that  the  religious  teaching  of  Pindar  had  no  lasting 
effect  on  the  nation.  Thirdly,  the  poems  of  Pindar  are  learned, 
and  learned  in  this  particular  sense,  that  while  he  repudiates 
the  newer  philosophy,  he  lays  great  stress  on  mythical  histories, 
on  genealogies,  and  on  ritual.  He  is  indeed  more  affected  by 
the  advance  of  freethinking  than  he  imagines  ;  he  borrows  from 

omit  the  tragedies.  The  author  of  his  life  in  some  of  the  MSS.  has  only- 
eight  titles,  giving  two  or  more  books  under  some  of  them.  From  the 
fact  that  Theophrastus,  Aristoxenus,  and  other  old  authorities  quote  from 
the  skolia,  which  do  not  appear  in  the  second  list,  Bergk  (FLG.  pp. 
2S0,  sq.)  infers  that  there  was  an  old  Attic  collection  in  seventeen  books, 
which  Suidas'  authority  knew  ;  and  that  the  more  systematic  list,  reduced 
under  fewer  heads,  was  the  Alexandrian  recension,  probably  first  edited  by 
Aristophanes. 

1  The  most  explicit  fragment  (Opnvoi,  3)   is,  however,  not  considered 
genuine  by  recent  critics. 
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the  neologians  the  habit  of  rationalising  myths,  and  explaining 
away  immoral  acts  and  motives  in  the  gods  ;  but  these  things 
are  isolated  attempts  with  him,  and  have  no  deep  effect  upon 
his  general  thinking.  Fourthly,  they  are  stately,  often  grandilo- 
quent, often  obscure,  but  never  smooth  or  witty,  never  playful 
with  success,  but  striking  from  their  splendid  diction  and 
strange  imagery.  The  extant  odes  are  exceedingly  difficult,  not 
as  the  choruses  of  yEschylus  are  difficult,  from  an  inability  to 
compass  sublime  thoughts  with  words,  but  from  the  involved 
constructions,  the  inverted  order,  and  the  imperfect  logic  of  his 
long  and  complicated  sentences.  Possibly  the  requirements 
of  his  elaborate  metres  may  have  further  increased  these 
difficulties.  And  yet  Eustathius  tells  us  that  these  Epinikia 
were  more  popular  than  his  other  works.1  If  this  be  so,  what 
must  the  other  poems  have  been  ?  for  the  extant  odes  teem 
with  myths,  often  local  and  obscure,  myths  of  little  interest,  and 
full  of  difficulty. 

Nevertheless,  it  is  certain  that  Pindar  has  kept  his  place  as 
the  very  highest  and  noblest  representative  of  Greek  lyric 
poetry.  He  was  honoured  and  courted  all  over  Greece- 
One  of  his  poems  was  inscribed  on  a  stele  in  the  temple 
of  Jupiter  Amnion  at  Thebes.2  The  Athenians  certainly 
set  up  a  statue  in  his  honour,  and  are  said  (in  a  letter  of 
the  pseudo-^Eschines)  to  have  paid  him  double  the  fine  im- 
posed upon  him  by  the  Thebans  for  calling  Athens  the  main- 
stay of  Greece,3  as  well  as  for  calling  Athens  the  ghrious 
(Xnrapai).  These  silly  stories  represent  both  Athens  and  Thebes 
as  infinitely  more  childish  than  we  know  them  to  have  been. 
As  for  calling  Athens  Xnrapai,  the  epithet  is  applied  in  his 
extant  remains  to  Marathon,  Orchomenus,  Naxos,  Smyrna, 
Egypt,  and  Thebes  ;  nor  do  I  think  the  story  anything  but 

1  8ia  t?)  avOpwirtKioTepoi  fivai  Ka\  6\iyo/j.vdoi,  ko.1  yUTjSe  irdvv  exeiv  «cct(/><5s  . 
Kara  ye  ra  a\\a. 

2  Paus.  ix.  1 6,  I. 

3  cpsia/jia  Trjs  'EAAoSos.  I.  ask  the  reader  to  observe  the  growth  of  the 
story.  Isocrates  (Antidosis,  §  166)  merely  says  that  for  the  sake  of  the 
one  phrase  the  Athenians  made  him  a  proxenus,  with  a  present  of  10,000 
drachmae  ;  the  later  letter  embellishes  the  matter. 
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a  scholiast's  invention  a  propos  of  a  well-known  passage  in 
Aristophanes.1  As  for  the  Thebans  fining  a  professional  poet 
for  praising  his  patrons,  I  cannot  believe  such  an  absurdity. 
Pindar  was  quite  ready  to  praise  tyrants,  to  praise  democracies, 
to  praise  Dorians,  with  whom  he  felt  special  sympathies,  to 
praise  Ionians,  and  he  did  this  professionally  and  for  pay.2  He 
was  a  good  friend  of  all  parties,  a  religious  and  respectable 
man,  and  hated  nobody  except  rival  poets,  at  whom  he  is* 
always  sneering,  and  philosophers,  who  were  becoming  serious 
rivals  to  the  poets  generally,  as  teachers  of  morals  and  ex- 
poundeis  of  nascent  science.  These  two  classes  of  people 
Pindar  is  constantly  attacking ;  he  is  constantly  asserting  his 
own  powers  and  achievements  against  them  in  a  rather  un- 
dignified way — in  fact,  the  personal  allusions  in  Pindar's  poems 
are  not  at  all  pleasant  or  in  good  taste. 

But  as  my  own  judgment  of  Pindar  is  somewhat  at  variance 
with  that  of  most  classical  scholars,  I  advise  the  reader  to 
turn  to  the  texts  themselves,  and  decide  for  himself.  Apart  from 
exceptional  compositions,  like  that  above  alluded  to  as  inscribed 
on  stone,  Pindar's  works,  being  all  occasional  and  special,  soon 
passed  out  of  note,  and  were  forgotten  by  the  masses.  He  was 
not  a  patriotic  poet,  in  the  larger  Hellenic  sense.  He  wrote 
little  even  for  the  greater  Greek  states,  Sparta  and  Athens. 
Above  all,  he  appeared  at  the  close  of  the  lyric  epoch,  and  at 
the  season  when  his  contemporary  JSschylus  had  found  a  newer 
and  better  way  of  touching  public  sympathy.  So  Pindar  came 
to  be  '  silenced  by  the  want  of  taste  in  the  public,'  as  an  early 
comic  poet  says.  Yet  Plato  often  quotes  him  with  respect,  and 
we  may  feel  sure  that  he  at  no  time  wanted  readers. 

1  Acharn.  636. 

2  He  alludes  feelingly  to  this  lower  condition  of  his  muse,  as  compared 
with  the  older  lyric  poets,  in  Isthm.  ii.  6,  et  sqq. 

a  MoTtra  yap  ou  <pi\on<=pdris  ttw  tSt'  -f\v  ovV  fpydrts  " 
ou5'  iirepvdvro  y\vne7ai  /j.e\tcpd6yyov  irorl  Tep\f/ix6pas 
apyvpcodelaai  wpoaunra  /j.a\9aK6(pQ}voi  aoiSal. 
vvv  5'  £<pit)Ti  -rh  rupyelov  <pv\d£ai 
pr/fi'  a\a9eias  65uy  ayx^crra  ficuvov, 
Xpiltiara  xpv/^aT'  avn'ip,  ts  <t>u  Kredpcov  6ap.a  \(t(p6eh 
kcu  (plAaiv. 
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§151.  But  when  the  learned  men  of  Alexandria  began  study- 
ing old  Greek  poetry,  and  analysing  and  explaining  myths,  Pindar 
was  a  welcome  and  much  prized  held  for  research.  To  such 
poets  as  Apollonius  Rhodius,  who  revelled  in  mythological 
lore,  Pindar's  accounts  of  the  local  genealogies  and  legends 
afforded  endless  material,  and  so  we  find  full  and  excellent 
scholia  upon  his  works.  We  have  ninety  quotations  from 
him  in  Plutarch,  who  specially  studied  and  prized  him  for 
patriotic  reasons,  as  he  was  the  greatest  of  Boeotian  poets,  a 
very  small  class  in  Greek  literature.  The  Romans,  who  took 
most  of  their  opinions  about  Greek  literature  from  the  Alexan- 
drians, esteemed  Pindar  very  highly,  and  Horace  speaks  con- 
stantly of  him  in  terms  of  the  most  extravagant  praise.  His 
metres  were,  of  course,  impossible  to  reproduce  for  mere  readers 
like  the  Romans,  and  Horace  saw  well  (what  some  obscurer 
Romans  failed  to  see)  that  any  attempt  at  imitating  the  rich 
and  complicated  systems  of  Pindar's  verse  would  be  ridiculous. 
He  therefore  confined  himself  to  the  simpler  forms  of  ^Eolic 
poetry,  while  he  often  borrows  a  thought  from  Pindar.  Cicero 
(like  ourselves)  read  the  choral  odes  of  the  Greeks  as  if  they 
were  prose  ;  he  could  not  realise  the  effect  of  such  verse.  In  fact, 
without  orchestic,  without  the  rythmical  motions  of  a  chorus, 
of  which  the  figures  corresponded  to  the  strophes  of  the  odes, 
such  vast  and  intricate  structures  are  perfectly  incomprehensible. 
Anyone  who  questions  this  may  study  the  whole  subject  in  the 
learned  essays  of  Boeckh's  edition,  and  in  the  discussions  of 
Von  Leutsch,  and  of  Westphal  and  Rossbach. 

I  pass  it  by  in  this  history  as  unsuited  to  a  handbook  of 
Greek  litem ture. 

§  152.  As  to  the  structure  of  the  odes  of  Pindar  in  the  way 
of  argument,  a  curious  revolution  of  opinion  has  taken  place. 
The  Greek  scholiasts  seem,  from  various  hints,  to  have  thought 
that  the  many  sudden  changes,  the  many  covert  allusions, 
and  interrupted  digressions  in  the  odes  are  due  to  some  fixed 
plan  in  the  poet's  mind.  But  the  Romans  and  the  general 
public,  from  that  day  onward,  rather  looked  upon  him  as  an 
intoxicated  bard,  whose  poetic  fervour  carried  him  along 
(as  he  himself  often  pretends)  by  a  sort  of  inspiration  alien 
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to  the  laws  of  sober  argument.  This  opinion  prevailed  till  the 
present  century,  when  the  Germans  have  revived  the  old  theory 
with  great  exaggeration,  and  have  endeavoured  to  show  that 
each  ode  is  based  on  one  central  idea,  and  that  there  is  not  a 
single  clause  without  special  reference  to,  and  a  logical  nexus 
with,  the  leading  idea  of  the  poem.  Boeckh,  Hermann,  Dissen, 
Rauchenstein,  Schneidewin,  and  others,  have  ridden  this  theory 
to  death,  and  nothing  can  be  more  laboured  and  unpoetical 
than  their  lumbering  importation  of  poetical  beauties  into 
Pindar.  Nevertheless,  their  theory  seems  so  far  true,  that 
the  circumstances  of  the  victory,  or  of  the  victor,  constantly 
suggested  to  Pindar  casual  and  transient  allusions,  of  which  the 
point  has  now  been  lost.  Thus,  much  of  his  apparent  obscurity 
or  irrelevancy  has  arisen  from  the  speciality  of  his  compositions. 
We  must  also  remember  that  the  introduction  of  local  myths, 
to  us  wearisome,  was  another  feature  specially  pleasing  to  the 
hearers  of  the  poems. 

An  ingenious  French  critic,  Havet,  has  shown  great  general 
resemblances  between  the  stately  lyrics  of  Pindar  and  the  stately 
orations  of  Isocrates.  The  main  object  of  both  was  cpideictical, 
that  is,  both  encomiastic  in  subject  and  elaborate  in  form.  The 
complicated  strophes  of  the  poet  may  have  even  directly  sug- 
gested the  elaborate  periods  of  the  sophist.  It  is  also  to  be 
noted  that  neither  of  them  touches  the  heart,  though  they  as- 
tonish the  reason  and  fire  the  imagination  ;  both  were  too  arti- 
ficial for  that  deepest  of  all  functions  in  great  poetry  and  oratory. 
In  both,  again,  we  may  admire  the  consummate  skill  with 
which  they  manage  their  transitions  from  one  topic  to  another  : 
Pindar,  as  I  have  explained  already,  with  long-concealed  art ; 
Isocrates  with  ever-praised  and  admired  invention.  On  the 
whole,  we  may  say  of  Pindar  that  he  is  so  intensely  Greek  as 
to  have  lost  much  of  his  beauty  by  transference  from  his 
native  soil  and  society  ;  and,  again,  that  his  work  was  so  strictly 
special  and  occasional  that,  of  all  the  great  poets  left  to  us,  he 
suffers  most  by  being  removed  from  his  own  time  and  cir- 
cumstances. Taking  all  these  things  into  account,  and,  more- 
over, that  he  worked  for  pay,  his  lasting  and  deserved  reputa- 
tion is  perhaps  the  most  wonderful  tribute  to  Greek  genius. 

vol.  1. — 10 
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§  153.  The  extant  Epinikia  of  Pindar  are  divided  into  four 
books,  determined  (without  strict  accuracy)  by  the  feasts  at  which 
the  victories  they  celebrate  were  won,  viz.  Olympian,  Pythian, 
Nemean,  and  Isthmian  odes  : x  the  three  last  Nemean,  and  2nd 
Pythian,  and  perhaps  others,  are  intended  for  other  occasions. 
None  of  these  poems  has  had  its  authenticity  questioned  ex- 
cept the  5  th  Olympian,  for  metrical  reasons,  as  it  approaches 
in  structure  to  the  ^Eolic  school  ;  and  it  is  remarkable  that  as 
soon  as  the  critics  doubted  its  genuineness  they  immediately 
discovered  that  it  was  feeble  and  unpoetical,  and  unworthy  of 
Pindar's  greatness.  I  have  no  doubt  that  many  of  Pindar's 
poems,  were  they  taken  from  under  the  asgis  of  his  name, 
would  suffer  the  same  injustice. 

The  rythms  are  divided  into  Dorian,  ^Eolian,  and  Lydian  ; 
and  the  researches  of  the  commentators  have  pointed  out  that 
the  Dorian  are  chiefly  dactyls  and  trochaic  dipodies,  giving  a 
slower  and  more  solemn  movement,  with  which  the  tenor  of 
these  odes  corresponds.  The  ^Eolian  and  Lydian  are  lighter 
in  character,  and  the  latter  specially  used  in  plaintive  subjects. 
Why  the  metres  should  vary  with  the  quality  of  the  scales  em- 
ployed is  a  matter  for  which  we  can  now  see  no  solid  reason, 
and,  indeed,  we  are  told  that  Dorian  melody  might  be  set,  and 
was  set  by  Pindar,  to  an  ^Eolian  accompaniment.  The  odes 
are  generally  strophic  and  antistrophic,  and  meant  for  a 
marching  or  dancing  chorus,  which  stood  still  when  epodes 
were  added.  Some  were  performed  at  Olympia  after  the 
victory ;  some  at  the  victor's  home,  far  away,  and  even  a 
long  time  after  the  victory  had  been  gained. 

The  general  treatment  of  the  subject  shows  that  Pindar  was 
expected  to  make  the  rejoicing  a  public  one,  reflecting  on  the 
whole  clan  and  ancestry  of  the  victor ;  still  more  on  his  city,  and 
on  its  tutelary  heroes.  Thus  the  poet  conforms  to  the  general 
law  of  Greek  art,  which  ordained  that  it  should  be  public, 
and  not  confined  to  private  interests   or  private  appreciation.2 

1  There  were  at  this  period  innumerable  athletic  and  musical  contests 
throughout  Greece,  but  these  were  the  most  celebrated,  and  properly 
national. 

2  See  this  developed  in  my  Social  Life  in  Greece  (4th  ed.),  Chap.  xiv. 
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He  usually  starts  from  the  mythical  splendours  of  the  victor's 
family  or  city,  selects  such  points  in  their  history  as  have 
some  practical  lesson  bearing  upon  the  present  circumstances 
of  his  hearers,  and  insists  upon  the  importance  of  inborn 
qualities  and  high  traditions.  Such  a  line  of  argument  was,  of 
course,  peculiarly  meant  for  aristocrats.  He  then  passes  to  the 
victor's  family,  enumerates  any  prizes  gained  by  his  relations, 
and  ends  with  some  sort  of  summary  or  moral  reflection. 

This  general  sketch  is,  however,  so  much  varied,  that  it 
must  be  regarded  only  as  the  vaguest  description  of  Pindar's 
odes.  In  some,  such  as  the  4th  Pythian,  the  longest  and  most 
important  of  those  extant,  an  account  of  the  adventures  of 
the  Argonauts,  in  relation  to  Thera  and  Cyrene,  is  developed 
at  almost  epical  length ;  in  others,  such  as  the  two  odes 
addressed  to  Athenians,1  the  mythical  narrative  is  left  out. 
But  the  Athenians,  being  at  this  time  poor,  and  doubtless 
devoted  to  higher  objects  than  athletics,  come  in  for  little 
share  of  Pindar's  praise.  The  wealthy  mercantile  ^Eginetans, 
on  the  contrary,  and  the  luxurious  Sicilians  (especially  the 
tyrants)  occupy  a  very  large  place  in  his  poetry.  He  must 
have  been  a  peculiar  favourite  with  both,  for  fifteen  odes  cele- 
brate Sicilian,  and  eleven  yEginetan  victors.  At  Nemea  espe- 
cially, which  was  very  close  to  them,  the  ^Eginetans  contended 
with  great  success. 

§  154.  If  we  proceed  to  consider  the  extant  poems  and 
fragments  more  specially,  we  find  that  the  Olympian  odes  are. 
perhaps,  the  most  splendid,  not  only  as  celebrating  victories  in 
the  greatest  Greek  games,  but  as  being  composed  for  great 
personages,  and  probably  most  splendidly  rewarded.  The  Py- 
thian are  more  difficult,  and  replete  with  mythical  lore,  on 
account  of  Pindar's  close  connection  with  the  worship  of 
Apollo,  and  his  probable  intimacy  with  the  colleges  of  priests 
at  Delphi.  About  half  the  odes,  in  both  cases,  are  for  victors 
with  chariots  or  mule-cars  ;  both  of  which  implied  wealthy 
owners,  such  as  the  Sicilian  or  Cyrensean  tyrants.  The  narra- 
tive of  the  birth  of  Iamus,2  the  opening  of  the  12th,  and  the 
14th  Olympian  odes,  seem  to  me  particularly  fine. 

1  Pyth.  vii.,  Nem.  ii.  z  01.  vi.  25,  sq. 
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The  last,  being  a  short  and  very  perfect  specimen  of  Pindar's 
excellence,  may  here  be  quoted.1 

Among  the  Pythian,  the  opening  of  the  first  is  splendid.2 

1  Kacpiaicav  vBdruv  Aaxot- 

aai  a'i  re  vaiere  KaAAtnuiAov  e- 

Bpav,  £>  AtTrapus  aoi'Siftoi  fiaaihziai 
Xdpnes  'Opxo/iievov, 
iraAaiyovuv  Mivvav  eiricnccnroi, 
kAvt\  errel  evxofMai. 
avv  yap  v/xTv  to,  repirva  Kal  to,  yAvnta 
yiverai  irdvra  fiporo'is' 
el  crocpSs,  el  kixAos,  et  tis  ayAaos 
avr]p.    ovre  yap  Oeol 
ae/xvav  Xapiruv  arep 
KOipaveovTi  x°povs, 
ovre  Salras-  aAAa.  irdvTuv 
rafxiai  epywv  ev  ovpavqi, 
XpvadTo^ov  Oe/xevai 
napa  Tlvdiov  'A7roAAa>j'a  0p6vous, 
aevaov  aefiovri  Trarphs 

'"OAVfi.TTlOlO  TI/J.O.V. 

X16tvi  'AyAa'ia,  (pLA^alixoAwe 

t'  Evcppoavva,  Qewv  Kpariarov  iraTZes, 

eirdttooi  vvv,  QaAia  re  e- 

pacr(/j.oAire,  iSolcra  rovSe 
Ktajxov  e7r'  ev/xevel  ti>x& 
Kod(pa  PiP&vra  •  AvZicij  yap 
'Affdnrtxov  ev  Tp6irc<i 
ev  fxeAerais  re  aeiScuv 
/jlSAov  ovveK?  'OAv/xiriSviKOs  a.  Mivveia 
ffev  etcaTL.      MeAavreix^a  vvv  dufxov 
QepcreepSvas  ?di,  'A^oi, 
^_  irarpl  kAvtciv  <pepoi<T  dy- 

yeAiav,  KAe65a/j.ov  6<ppa  iSola'  vl- 

hv  elirr/s  '6ti  ol  veav 
kSAttokti  irap'  evSi^oto  Uicras 
iffTecpavucre  kvI'i/xoiv  aiOAuv 
wrepolcri  xa'irav- 

2  Xpvaea  <p6pp.iy^,  'Air6AAu- 

VOS  Kal   loTTAOKOLfXCtlV 

crvvStKOV  Moicrciv  tcreavov 

ras  aicovei  fxlv  fidffis,  ayAa'ias  apx?, 

ntiOoi'Tai  6'  doiSol  ad/xacrtv, 
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There  is  a  very  picturesque  narrative  of  the  youth  and  adven- 
tures of  the  nymph  Cyrene  in  the  9th.1  The  Nemean  (with 
their  appendix)  and  the  Isthmian,  though  not  less  difficult, 
are,  I  think,  less  striking,  both  in  general  elevation  and  also  in 
those  peculiar  beauties  which  I  have  pointed  out  in  the  Olym- 
pian and  Pythian  odes. 

§  155.  The  fragments  left  to  us  are  very  numerous  (more 
than  300),  and  very  various  in  form  and  style.  Perhaps  foremost 
in  interest  are  the  dprjvot,  or  funeral  laments,  in  which  he  was 
wont  to  preach  the  purer  doctrines  either  of  the  Pythagoreans, 
or  of  the  Orphic  and  other  mysteries.  The  first  three  fragments 
transmitted  to  us  under  this  head  support  the  famous  passage 
in  the  2nd  Olympian  ode,2  in  which  this  new  hope,  and  this 
higher  aspiration,  is  set  forth  with  no  faltering  tongue.  But  it 
is  not  a  little  remarkable  that  in  other  poems — the  1st  Olympian 
and  5th  Pythian 3 — the  older,  or,  perhaps,  the  more  general 
view  of  the  state  of  the  dead  is  maintained,  and  we  have  here 
the  doctrine  of  ^Eschylus  preached,  which  is  quite  distinct  from 
the  more  modern  view.  Accordingly  the  most  explicit  fragment 
in  the  new  doctrine  (fr.  100)  is  declared  spurious  by  the  best 
recent  critics.4  From  his  Dithyrambs  we  have  a  fine  pas- 
sage, written  for  one  of  the  Dionysiac  feasts  at  Athens,  and 
preserved  by  Dionysius  of  Halicarnassus.  The  metre  is  re- 
markable for   the   frequent   resolutions  of  long   syllables,    so 

ayticnxoptov  oirorav  twv  (ppoifiluiv 
d/.t/3oAas  Ttvxys  iAe\t£ofJ.4va. 
Kal  ibv  alxH-aTW  Kepavvbv  al3evi>veis 
aevdov  irvpSs.      eu- 

5ei  8'  ava  ffKairTcp  Albs  <xUt6s,  w- 

Ktiav  Tnepvy'  afupoTepoo- 

apx^s  olaivaiv,  KzXaivG)- 
iriv  5'  itri  01  veipeAav 
ayKuXcp  Kpari,  y\ecpdpcev 
a.5v  KKaiffTpov,  /caTe'xeuas  •  o  8e  Kvooffffuv 
vypbv  vwtov  alcope?,  recus 
pitrcutri  /caraa'xojtiej'os'. 

1  vv.  14,  sq.  2  vv.  56,  sq.  3  vv.  85,  sq, 

4  Zeller,  Phil,  dcr  Griechen,  i.  p.  56,  note. 
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giving  a  peculiarly  rapid  effect.  The  same  critic  has  pre- 
served another  poem  of  similar  character,  a  hyporcheme  com- 
posed for  the  Thebans,  which  treats  of  a  recent  eclipse  of  the 
sun  (probably  April  30,  463  B.C.),  and  which  in  diction  and 
style  reminds  us  strongly  of  some  of  the  choral  odes  in  the 
tragedies,  especially  those  of  Sophocles.1 

I  will  close  these  details  with  a  word  about  Pindar's  skolia. 
His  ponderous  and  splendid  style  was  not  suited  to'  light  or 
frivolous  subjects,  and  we  can  note,  even  in  the  scanty  remains, 
a  great  contrast  to  the  more  favourite  skolia  of  other  poets.  In 
fact,  Pindar's  lighter  effusions  seem  to  differ  only  in  subject, 
not  in  style,  from  his  solemn  odes  ;  and  the  prominent  subject 
in  the  skolia  seems  to  have  been  love.  The  first  was  composed 
for  a  chorus  of  100  Iraipai,  whom  the  Corinthian  Xenophon 
offered  to  bring  to  the  temple  of  Aphrodite,  to  obtain  the 
goddess'  favour  for  an  Olympic  competition.  The  poet  ex- 
cuses the  trade  of  these  women  on  the  ground  of  necessity, 
but  in  another  fragment  apologises  for  appearing  at  Corinth  in 
connection  with  such  company.  This  poem,  which  was  com- 
posed in  his  best  style,  shows  how  completely  professional  his 

1   'AktIs  'AeXiov,  ti  ■koXvctkotc''  t>V»»,  Qo&v  fxuTep 
6fif.La.Twv ; 
affTpov  vTveprarov  iv  afiepa,  KXevrdfievov, 
*Qr)Kas  afjidxavov  laybv  -Kporaivl 
auBpdat  Kal  crcxpias  bhov,  eizioKOTOV 
arpairbv  effffvfieva 
eXavveiv  ti  veanepov  f)  irapos. 
itXkd  ae  irpbs  Aibs  77T7roi;s  re  doas  iKerevu, 
dirTJ/xov'  els  olfiov  viva,  rpdiroio  Qrifiats, 
S>  TToruta,  wdyKoivov  repas. 
iroXe/xov  5'  et  (Tafia  (pepeis  Tiv6s,  7)  ffrdaiv 

ovAofxevav, 
%  TrayeTbv  Kapirov  <pQi(Tiv,  t)  VKperov  adeuos 
vTzeptyarov, 

^  tt6vtov  Keveooffiv  ava.  TteSov 

X^ovos,  fj  vStlov  depos, 

vSari  (cxkStw  ^epaf 

el  yaiav  KaraK\v(raicra  dricreis 

avSpwv  veov  e'|  apx"s  yevos, 

6\o(pvpofi.ai  ovSev  ti  ti  TrdvTuiv  uera  iretTOfxai. 
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work  was,  and  how  little  his  moral  saws  need  be  taken  as  evi- 
dences of  a  lofty  character.  The  second  skolion  in  the  modern 
collections  is  addressed  to  Theoxenus  of  Tenedos,  a  boy  whom 
the  poet  loved  passionately  in  his  old  age.  Indeed,  this  Greek 
form  of  the  passion  is  prominent  enough  all  through  his  works, 
as  we  should  expect  from  a  Theban  poet ;  and  we  find  it  in 
other  scraps  of  his  skolia. 

I  have  already  spoken  of  his  philosophy.  If  in  religion  he 
shows  great  advance  beyond  earlier  lyric  and  elegiac  poets, 
this  is  probably  to  be  attributed  to  the  influences  of  the 
Delphic  priesthood.  In  politics  his  opinions  are  not  valuable, 
because  they  were  accommodated  to  the  views  of  his  patrons. 
In  morals  he  expresses  the  average  feelings  of  the  Greeks  of 
his  day  ;  while  he  is  sometimes  raised  above  them  by  his  lofty 
conceptions  of  the  unity  and  power  of  God,  he  often  preaches 
the  suspicion,  the  jealousy,  and  the  selfishness  which  we  find  in 
Theognis.  The  resignation  which  he  constantly  inculcates  is 
based  on  the  same  gentle  fatalism  which  meets  us  in  the  con- 
solations of  Simonides. 

§  156.  Bibliographical.  I  turn  to  the  MSS.,  editions,  and 
translations  of  note.  We  know  that  the  greatest  of  the  Alexan- 
drians expended  critical  care  on  Pindar ;  and  the  notes  of 
Zenodotus  and  Aristarchus,  with  others,  were  put  together  by 
the  indefatigable  Didymus  into  a  commentary,  from  which  our 
best  sets  of  scholia  are  excerpts.  Other  Byzantine  scholars 
added  inferior  work.  The  commentary  of  Eustathius  is  lost  all 
but  the  preface. 

As  to  our  extant  MSS.,  Tycho  Mommsen  has  established 
several  families,  and  has  collated  a  vast  number  of  copies 
under  each.  The  oldest  and  best  are  the  Ambrosian  C,  122, 
of  the  1 2th  cent,  (called  by  him  A) ;  the  MS.  of  Ursini  in  the 
Vatican  (No.  13 12),  called  B  ;  and  a  Medicean  of  the  thir- 
teenth century — all  furnished  with  scholia.  These  older  MSS. 
are  far  better  than  the  Thomani  or  Moschopulei.  The  earli- 
est edition  was  the  Aldine  of  15 13,  followed  by  Calergi's 
(Rome)  in  1515;  then  Stephanus  (1560  and  1599);  Erasmus 
Schmid  (161 6) ;  an  Oxford  edition  by  West  and  Walsted  in  1697. 
Modern  studies  began  with  Heyne's  great  book  (1778,  and 
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reprinted);  then  A.  Boeckh's  monumental  work  (1811-22), 
supplemented  by  G.  Hermann's  notes,  and  Dissen  and 
Schneidewin's  elaborate  commentary.  The  latest  texts  in 
Germany  are  Bergk's  (in  his  Lyrici),  and  the  exhaustive 
critical  edition  of  Tycho  Mommsen  (Berlin,  1S64),  who  first 
ordered  and  classified  the  legion  of  MSS.  In  England  we 
have  three  good  recent  editions  :  Donaldson's  (1841),  a  careful 
and  scholarly  work  ;  Cookesley's  (Eton,  1852) ;  and  the  newest 
by  Mr.  C.  A.  M.  Fennell  (Cambridge  University  Series,  1879), 
of  which  the  Olympian  and  Pythian  odes  have  just  appeared. 
These,  together  with  H.  Bindseil's  elaborate  Concordance  (Ber- 
lin, 1S75),  are  quite  adequate  for  the  study  of  this  difficult 
poet. 

The  translations  of  Pindar  form  a  whole  library,  and  are 
remarkable  for  having  so  many  important  prose  versions 
among  them.  The  earliest,  in  Latin  verses,  by  Sudorius  (in 
1575),  was  followed  in  Germany  by  Damm  (prose),  1771  ;  then 
by  Bothe,  Thiersch,  Hartung,  Tycho  Mommsen,  W.  Hum- 
boldt, and  Donner,  all  weighty  names.  The  Italians  had  a 
full  text  and  Italian  verse  translation  with  notes,  by  G.  Gautier, 
in  four  vols.,  a  handsome  work  (Rome,  1762-8)  ;  and  since, 
Borghi  (1824).  Our  own  Cowley,  approaching  the  study  of 
Pindar  about  1650,  speaks  very  severely  of  the  extant  transla- 
tions, and,  indeed,  of  the  very  attempt  to  render  him  into 
literal  prose.  '  If  a  man,'  says  he,  '  would  undertake  to 
translate  Pindar  word  for  word,  it  would  be  thought  that 
one  madman  had  translated  another,  as  may  appear  when  he 
that  understands  not  the  original  reads  the  verbal  translations 
of  him  into  Latin  prose,  than  which  nothing  seems  more 
raving ;  and  sure  rhyme,  without  the  addition  of  wit  and 
the  spirit  of  poetry,  would  but  make  it  ten  times  more  dis- 
tracted.' He  proceeds  to  give  specimens  of  loose  versions  of  two 
'  Pindarique  odes ' l — so  loose  that  all  the  Pindar  vanishes,  and 
only  Cowley  remains — the  English  Pindar,  Virgil,  and  Horace, 
as  he  is  called  on  his  fulsome  tombstone.  Gilbert  West  made 
aversion  in  1749;  there  was  an  Oxford  prose  translation  in 
1824  ;  then  very  beautiful  paraphrases  by  Bishop  Heber  in 

1  01.  ii.  and  Nem.  i. 
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1840,  and  a  highly  praised  version  of  A.  Moore  (with  Turner's 
prose,  Bohn,  1852).  We  have  also  Wheelwright  (1830),  Cary 
(1833),  Tremenheere  (1866),  with  a  good  preface,  and  omitting 
the  mythical  narratives,  except  in  summary ;  also  T.  C.  Baring 
(1875),  mt0  irregular  rhymed  verse  ;  Frank  D.  Morice  (1876, 
Ol.  and  Pyth.  only) ;  and  an  anonymous  version  (Winchester, 
1876).  Lastly,  there  are  the  new  prose  versions  by  Mr.  Paley 
and  Mr.  Ernest  Myers  (1874),  the  latter  of  peculiar  merit. 
Almost  all  these  translations  are  enriched  with  dissertations 
on  Pindar's  genius,  on  the  Olympic  games,  and  on  the  diffi- 
culties of  translating  choral  lyric  odes  into  English.  Their 
laudations  of  Pindar  are,  I  think,  indiscriminate ;  but  I  am 
bound  to  say  that  they  show  a  general  agreement  against  the 
view  I  have  taken  of  the  poet's  position  in  his  age. 

§  157.  The  other  rival  of  Pindar's  mature  life  was  the  nephew 
of  Simonides,  Bacchylides  of  Keos,  son  of  Meidon,  01 
Meidylus.  He  lived  with  his  uncle  at  the  court  of  Hiero,  and 
flourished  about  the  70th  to  Soth  Olympiads.  The  scholiasts 
on  Pindar  tell  us  constantly1  of  the  jealousy  of  Pindar,  and 
even  of  the  preference  shown  to  Bacchylides.  His  art,  and 
the  subjects  he  treated,  seem  quite  similar  to  those  of  Simonides 
and  Pindar  ;  but  it  has  been  the  modern  fashion,  following  the 
judgment  of  Longinus,  and  of  Longinus  only,  to  describe  him 
as  a  man  of  no  genius,  who  by  careful  study  and  great  correctness 
attained  a  moderate  position,  and  never  rose  to  real  fame. 
There  is  no  doubt  that  he  was  not  equal  to  either  of  his 
great  contemporaries,  but  the  extant  fragments  show  that  later 
criticism  has  underrated  the  man.  Had  they  been  attributed 
to  the  greater  poets,  many  of  the  critics  who  now  barely 
condescend  to  approve  of  them  would  have  been  full  of  en- 
thusiasm about  them.  It  should  be  noticed  particularly  that 
the  ideas  developed  in  the  few  extant  fragments  seem  copied 
by  the  greatest  writers  of  the  next  generation.  Thus  the  second 
and  third 

QvoLToiai  /U7j  (pvvai  (pepiurov, 
/U.175'  a€\iov  irpoffi8e?v  <peyyos' 
oAfiios  S'  ovSels  /3poT<bi>  Travra  xpovov. 

'  On  01.  ii.  154,  Pyth.  ii.  97,  161-7,  JVem.  iii.  143. 
10* 


226  HISTORY  OF  GREEK  LITERATURE.  CH.  xm. 

TJavpoKTt  5e  BvaTuov  rbv  axavra  xpivov 

irpdaaovTas  eV  Kaipif  woXioKpoTacpov 
yripas  licveicrdcu,  irplv  iyKvpaai  fiva. 

contain  the  substance  and  almost  the  words  of  the  famous 
chorus  in  Sophocles'  second  GEdipus,  and  the  no  less  splendid 
prose  paraphrase  in  Herodotus.1  The  beautiful  pcedn  on 
peace  has  more  than  one  parallel  in  the  choruses  of  Euri- 
pides  : — 

TiKT€t  8e  T€  QvaTOicriv  Elpdva  fxeydXa 
irXovrov  Ktxl  ixiMyKciiffcrdiv  aoiSav  &v6ea, 
SatSaAewv  t'  inl  (3o0/j.wv  OeoTaiv  crtdeadai  BaSiv 
£avQa  (pXoyi  /J-rjpa  ravvrplx^v  re  (x.7)\a>v, 
yvfivaaiwv  re  veois  avXoov  re  Kal  Kiiixusv  txi\nv. 
iv  8e  ffiSapoSerots  irSpTra^tv  aiOav 
apaxvav  IcttoI  irthovrac 

eyxed.  re  Xoyxoira  £i<ped  t'  ap.(paKea  Zd/xvarai  (iipcos  * 
Xo-Xneciv  8'  ovk  icTTi  ffdKirlyyasv  ktvitos  ' 
ou8e  ffvhuTcu  /xe\i(ppoov  vttvos  airb  yXecpdpocv, 
a/j.bi>  os  6d\Trei  Keap. 

(TVfATrocricev  5'  ipariav  tipi^ovT,  ayvial  iraiSiKoi  0"  vfivot 
<p\4yovTcu. 

It  is  surprising  that  great  German  critics  should  depreciate  this 
beautiful  fragment,  and  call  it  a  mere  correct  school-exercise  ; 
but  as  I  have  quoted  it  in  full,  the  reader  may  judge  the  matter 
for  himself.  A  good  many  lines  of  erotic  skolia  are  also  extant, 
which  appear  to  approach  much  nearer  to  the  yEolic  metres 
and  style  than  the  skolia  of  Pindar.  On  the  whole,  then,  Bac- 
chylides  seems  hardly  to  have  received  justice,  if  the  extant 
pieces  are  not  far  above  his  average  performance. 

Little  is  known  of  either  Myrtis  or  Corinna,  the  Boeotian 
rivals  of  Pindar.  Myrtis  seems  to  have  composed  lyric  love 
stories,  like  the  Calyce  of  Stesichorus,  and  Corinna  is  chiefly 
cited  by  grammarians  for  her  local  dialect,  of  which  some  forty 
specimens  are  given.  Two  Dorian  poetesses,  Telesilla  of 
Argos,  and  Praxilla  of  Sicyon,  are  cited  as  of  the  same  age, 
and  of  the  same  character,  the  few  lines  we  have  of  Praxilla 
indicating  a  somewhat  erotic  tone. 

1   O.  C.  v,  121 1,  Herod,  vii.  46. 
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§  158.  A  more  distinct  and  interesting  personality  is  that 
of  Timocreon  the  Rhodian.  He  was  an  athlete  of  renown, 
and  an  aristocrat  of  Ialysus,  who  was  banished  through  sus- 
picion of  medising;  he  himself  asserts  that  he  bribed  The- 
mistocles  to  obtain  his  recall,  and  he  reviles  him  for  his 
refusal  to  interfere.  He  also  quarrelled  with  Simonides,  and 
the  two  poets  gave  vent  to  their  anger  in  verses,  of  which 
those  of  Timocreon  were  the  stronger,  those  of  Simonides  per- 
haps the  keener.  What  is  really  interesting  in  Timocreon  is 
his  curious  position  as  an  aristocratic  poet  born  out  of  due 
time.  He  wrote  not  for  pay,  but  through  passion,  like  Archi- 
lochus,  like  Alcseus,  and  the  other  stormy-lived  bards  of  an 
earlier  generation.  Nevertheless,  so  firmly  had  the  choral 
lyric  form  taken  hold  of  the  Greek  mind,  that  this  man's 
lampoons  and  satires  are  produced  in  the  elaborate  strophes 
of  the  Dorian  hymns,  and  have  puzzled  the  critics  to  assign 
them  a  title,  which  Bernhar'iy  has  made  that  of  antistrophic 
skolion.  This  misfortune  of  a  false  form  prevented  Timocreon 
from  pouring  out  his  passion  with  the  simple  vigour  of  Archi- 
.  lochus ;  for  the  choral  forms  are  not  lyric  in  the  modern 
sense,  but  epical  and  didactic,  while  real  passion  will  not  deck 
itself  with  such  pomp  and  circumstance.  We  can  imagine,  too, 
how  the  paid  poets  of  the  early  fifth  century  combined  against 
this  turbulent  aristocrat,  whose  life  was  spent  in  war  and  travel, 
and  who  doubtless  despised  their  mercenary  muse.  The  ancient 
authorities  concerning  him  are  collected  concisely  by  Bernhardy ; ' 
the  chief  of  them  is  Plutarch,  who  quotes  a  famous  passage.2 

'  ii-  P-  744. 

2  Themist.  21:  'AAA.'  ei  rvye  Uavaaviav  7)  Kal  rvye  "B.a.vdnnrot'  alveeis 
3)  rvye  hevrvxiSav,  6701  5'  'ApicTTeiBai  (Traivtu. 
HvSp"  Upav  drr'  'KBavav  (AO^ei 
AycTTOV  'iv,  iirei  ®e|J.l<TTOK^^),  i)X^aoe  AaTci), 
ipevffTav,  &$ikoi/,  Trpo$6n  av,  os  TifxoKpiovTO. 
^eivov  i6vr\  apyvpiois    OKvRaXiKToicri.  iretcrOels  ov  KtxTuyev 
is  irarpav  'laAvaov, 

Aaflaiv  8e  7 pi'  apyvpioi  rdXavr''  e/3a  ir\4u>v  eis  uAeOpov, 
robs  u-iv  Kardyajv  aSt/ccos,  tovs  8'  iicStwKoou,  tovs  8e  Kaivcov, 
apyvpiwi'  vtfdTrXecvs,  'lad/xol  8e  TravS6Keve  yAoi&s 
xpvxpa  Kpea  Trap^xoov,  ol  8'  fjcrOtov, 
Kfvxovro  yu.5)    wpav  ®e/xiaroK\evs  yevtaQai. 
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The  scholiast  on  Aristophanes  '  cites  also  a  well-known  skolion 
on  Wealth,  because  it  is  parodied  in  the  text  with  reference 
to  a  decree  of  Pericles. 

§  159.  The  student  who  examines  Bergk's  Lyric  Fragments 
will  perhaps  wonder  at  the  numerous  poets  in  his  list  which  .are 
not  mentioned  in  this  chapter.  It  is  due  to  him,  and  to  myself, 
that  I  should  explain  that,  in  the  first  place,  several  of  them, 
such  as  Aristotle,  will  be  considered  again  under  that  species 
of  literature  which  they  cultivated  with  most  success.  Others 
are  post-classical ;  and  this  objection  is  brought  by  the  critics 
against  many  fragments  attributed  by  Athenseus  and  Stobaeus  to 
classic  names.  Many  others  are  known  to  us  merely  from  a 
single  citation,  and  neither  their  age  nor  their  character  can 
now  be  determined.  Thus  I  have  felt  justified  in  avoiding 
here  another  list  of  barren  names,  such  as  we  find  at  the  close 
of  the  history  of  both  epic  and  tragic  poetry.  Yet  there  are  a 
few  who  are  still  interesting,  and  concerning  whom  I  should 
gladly  have  said  something  in  a  more  elaborate  work.  The 
fragments  worth  reading  are  those  of  Euenus,  above  mentioned; 
of  the  philosopher  Crates  ;  of  Herodas,  a  writer  of  Mimiambics 
in  the  style  of  Hipponax  ;  of  Praxilla,  a  poetess  who  composed 
social  lyrics;  of  Ariphron — a  fine  Ode  to  Health;  of  Timo- 
theus,  a  celebrated  musical  composer  at  the  end  of  the  classical 
period ;  of  Philoxenus,  whose  culinary  ode,  of  which  long 
fragments  are  extant,  was  in  Aristotle's  day  very  popular;  and 
of  Telestes.  There  are  also  many  fine  anonymous  fragments, 
which  seem  to  come  from  the  greatest  poets,  such  as  Stesi- 
chorus  or  Pindar,  and  a  few  piquant  popular  songs,  in  addition 
to  those  already  mentioned  in  this  book.  They  indicate  to  us 
how  small  a  fraction  of  Greek  lyric  poetry  has  survived,  and 
how  many  great  artists  yet  await  a  literary  resurrection  from 
the  research  of  some  fortunate  explorer. 

With  the  angry  Timocreon  I  close  the  history  of  Greek  lyric 
poetry,  for  though  Pratinas  and  others  were  the  contem- 
poraries of  the  latter  mentioned,  they  are  closely  connected 
with  the  dithyramb,  and  will  be  better  discussed  in  the  intro- 

1  Acham.  532  (frag.  8). 
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duction  to  tragic  than  at  the  close  of  lyric  poetry.  The  student 
should  be  reminded  that  in  studying  Greek  Literature  chrono- 
logically, he  must  now  turn,  before  approaching  the  Attic 
Drama,  to  the  history  of  prose  writing,  which  was  growing 
silently,  and  almost  secretly,  all  through  the  sixth  century  B.C., 
though  its  bloom  did  not  come  till  after  the  completion  of 
Greek  poetry  by  yEschylus  and  Sophocles.  He  will  find  this 
side  of  the  subject  treated  in  the  opening  chapters  of  my  Second 
Volume. 


CHAPTER   XIV. 

DRAMATIC  TENDENCIES  IN  THE  SIXTH  CENTURY.  THE  RISE 
OF  TRAGEDY  AND  SATYRIC  DRAMA.  THE  EXTERNAL  AP- 
PLIANCES  OF   GREEK   PLAYS. 

§  1 60.  The  first  beginnings  of  the  tragedy  are  enveloped  in 
mist.  They  did  not  become  interesting  till  the  details  had  been 
forgotten,  and  we  can  now  only  patch  together  scanty  shreds  of 
late  tradition  on  this  subject.  A  few  facts,  however,  are  indis- 
putable. In  the  first  place,  it  is  certain  that  tragedy  arose  fromj 
the  choruses  which  danced  and  recited  in  honour  of  Dionysus. 
These  dithyrambs,  as  they  were  called,  were  the  last  form  of 
lyric  poetry  to  assume  a  literary  shape,  and  seem  to  have  been 
especially  cultivated  by  the  Dorians  and  Achaeans  near  the 
isthmus.  I  have  already  mentioned  Arion  and  Epigenes  in 
connection  with  them  (above,  p.  200),  but  both  of  these  appear 
to  represent  only  one  side  of  the  dithyramb — its  serious  side. 
This  phase  was  probably  suggested  by,  or  connected  with, 
the  solemn  mysteries  which  identified  Dionysus  with  Zagreus, 
with  the  decay  and  death  of  nature  as  a  condition  of  its  resur- 
rection. The  worship  of  this  gloomy  and  mysterious  Dionysus 
was  certainly  in  the  mysteries  performed  by  some  sort  of  cere- 
mony imitating  his  sufferings  and  death,  and  this  must  have 
suggested  in  the  dithyramb  that  serious  vein  which  enabled 
Epigenes  to  substitute  the  sorrows  of  Adrastus  for  those  of  the 
god.  This  respectable  and  literary  form  of  dithyramb  was  early 
transplanted  to  Athens,  where,  under  the  hands  of  Lasus,  it 
assumed  so  elaborate  a  mimetic  character,  by  means  of  the 
higher  development  of  music  and  dancing,  that  (like  our 
ballet)  it  almost  became  a  drama,  and  has  made  many  scholars 
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imagine  the  existence  of  a  lyrical  drama,  alongside  and  inde- 
pendent of  the  real  tragedy.  All  this  development  of  the 
dithyramb  seems  to  have  been  distinctly  Dorian,  as  might  be 
expected  from  its  choral  lyric  character. 

§  161.  There  was  also  a  rustic  and  jovial  dithyramb  common 
among  the  lower  classes  in  the  same  districts,  where  the  choruses 
imitated  the  sports  and  manners  of  satyrs  in  attendance  on  the 
god,  and  it  is  not  improbable  that  these  came  more  into 
fashion  according  as  the  serious  dithyramb  wandered  from  its 
original  purpose,  and  was  even  applied  to  celebrate  other 
personages  than  the  god  Dionysus.  The  proverb  ovliv  vpug 
rot'  Aiowoov  ('there  is  no  Dionysus  in  it')  preserves  the  objec- 
tions of  old-fashioned  people  to  such  innovations,  and  these 
objections  were  permanently  respected  by  the  essentially  satyric 
dithyramb,  which  was  brought  to  Athens  by  Pratinas  1  of  Phlius, 
who  with  Chcerilus  and  other  poets  put  it  on  the  stage  as  a 
proper  completion,  and  necessary  adjunct  to  the  nascent 
tragedy.  This  Pratinas  was  a  brilliant  poet,  to  judge  from  a 
fragment  preserved  by  Athenasus,  in  which  he  complains  of  the 
increasing  prominence  of  the  instrumental  accompaniments  to 
the  dithyrambs,  possibly  those  of  Lasus,  and  vindicates  for  his 
chorus   their  proper  functions.2      He   is   called  the   son   of 

1  According  to  Fick  (Griech.  Personennamen,  p.  xxxv),  this  name, 
which  is  derived  from  the  Doric  form  for  irpuTos,  and  is  a  collateral  form 
for  TzpwTlvos  (—irpcaTiovos),  should  be  pronounced  UparTvas.  I  cannot  find 
any  direct  authority  in  the  classics  for  this  quantity. 

8  Ti's  6  OSpvfios  6'5e  ;  ri  rdSe  ra  %opety/iaTa  ; 

ris  vfipis  tfioXev  eiri  AiovuaidSa  TroXvirdraya  Ou/xeXav  ; 

(fibs  tfibs  6  Bpdfiios  "   e/te  Set  /ceAaSeiV,  ifj.e  Se?  ■nwrayilv 

ai>'  opea  (Tv/xevov  /xera  Nai'd5a>i/ 

oia  re  kvkvov  dyovra  iroiKi\6irrepov  fj.e\os. 

rdv  aoidav  Karecrraffe  Tlieph  flaffiXeiav  •  6  5'  avhbs 

ScrrEpou  ^opeueTco  ■  Kal  yap  ecrO'  i/TrrjpeTas. 

K&fup  fxdvov  6vpa/j.dxots  re  irvyfjLax'ia-LO'i  viuv  BeAei  irapolvuiv 

i/j.fj.eva.1  aTpaTrjXaras. 

ircue,  iraie  rbv  ^pvy'  doiSou 

iroixiKov  irpoaxzovTcf 

<p\4ye  rbu  oAefficriaKoKdAafxoy, 

Aa\o@apv6ira  iraoaue\oov8p.o^dTau  ff 
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Pyrrhonides,  and  said  to  have  composed  thirty-two  satyric 
dramas  with  fifty  tragedies;  he  contested  in  01.  70  with 
/Eschylus  and  C/icerihis,  but  was  only  once  successful  in  carry- 
ing off  the  first  prize.  His  son  Aristias  was  equally  celebrated 
as  a  satyric  dramatist,  and  was  second  when  ^Eschylus  won 
with  the  Seven  against  Thebes,  but  apparently  with  a  satyric 
drama  of  his  father's.  Chxrilus  was  active  from  524  to  468  B.C. 
(if  we  believe  Suidas),  and  is  celebrated  as  one  of  the  old  trage- 
dians, but  still  more  for  his  satyric  drama,  which  appears  from 
the  proverb,  '  When  Chcerilus  was  king  among  the  Satyrs.' 

§  162.  In  fact  all  the  early  dramatists,  not  excluding 
.^Eschylus,  laid  great  stress  upon  this  peculiar  style,  which, 
however,  passed  out  of  fashion  in  the  next  century,  especially 
when  Euripides  had  devised  the  expedient  of  supplying  its 
place  with  a  melodrama,  or  tragedy  with  comic  elements,  like 
the  Alcestis.  The  remarkable  point  about  the  satyric  drama  is 
its  marked  separation  from  comedy,  and  its  close  attachment  to 
tragedy.  It  is  colled  '  sportive  tragedy]  and  was  never  com- 
posed by  comic  poets.  We  have  only  one  extant  specimen — 
the  Cyclops  of  Euripides — in  which  we  observe  that  the  pro- 
tagonist or  hero  (Odysseus)  is  not  the  least  ridiculed  or  lowered 
in  position  ;  in  fact,  we  have  no  play  in  which  he  appears  so 
respectable,  but  he  is  accompanied  by  a  chorus  of  satyrs  whose 
odes  show  no  small  traces  of  the  old  phallic  songs  in  the 
rural  dithyramb.  The  general  character  of  the  subjects  left  us  in 
the  titles  of  the  satyric  plays,  and  of  the  fragments  (many  of 
which,  among  the  fragments  of  ^Eschylus  and  Sophocles,  strike 
us  by  their  open  coarseness),  lead  us  to  compare  the  satyric 
drama  of  the  Greeks  to  that  peculiar  species  of  drama  among  us 
which  is  comic,  though  quite  distinct  from  comedy,  and  which 
treats  some  familiar  legend  or  fairy  tale  with  grotesque  and 
conventional  accessories.  The  reader  will  already  have  guessed 
that  I  refer  to  the  pantomimes  of  the  English  stage,  in  which 
the  earlier  part  is  some  adaptation  of  a  well-known  fairy  tale, 

viral  rpvirdvy  Se/ias  ireir\a(T/xit/of. 
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such  as  Sinbad  or  Blue  Beard,  in  which  there  are  horrible  and 
tragic  adventures,  and  generally  a  respectable  chief  character, 
coupled  with  grotesque  accessories  and  conventional  dancing. 
This  curious  parallel  will  illustrate  to  the  English  reader  many 
of  the  difficulties  in  the  position  of  the  satyric  drama  at  Athens. 

It  is  remarkable  that  the  old  dithyrambs  were  spoken 
of  as  introductions  to  the  more  solemn  cyclic  choirs,  whereas 
their  dramatic  outcome  was  always  played  after  the  tragedies. 
The  critics  are  ready  with  sesthetical  reasons  for  this,  but  we 
are  left  at  a  loss  for  historical  facts.  Though  a  flavour  of 
humour  was  not  foreign  to  the  tragedy  of  Euripides,  nor  even 
to  that  of  jfEschylus,  there  seems  no  doubt  that  the  early  Greek 
drama  did  not  afford  scope  for  the  violent  contrasts  so  striking 
in  Shakespeare,  and  preferred  to  relegate  the  low  and  the 
grotesque  into  a  separate  play  associated  with  solemn  tragedy. 
The  extant  Cyclops  is  a  sort  of  farce  without  much  extrava- 
gance, observing  in  its  hero  the  decorum  suited  to  a  tragic 
writer,  and  giving  to  Silenus  and  to  his  attendant  satyrs  an 
evidently  conventional  character  of  laziness,  drunkenness  and 
license.  The  real  contest  was  in  that  day  among  the  tragedies, 
and  this  afterpiece  was  probably  given  while  the  public  was 
discussing  the  previous  plays.  In  later  days  the  satyric  drama 
seems  to  have  been  abandoned,  and  therefore  all  the  other 
extant  specimens  were  lost.  It  is  a  misfortune  that  we  do  not 
possess  at  least  one  from  the  hands  of  an  acknowledged 
master  in  this  department,  or  from  the  epoch  when  it  had  real 
importance.  But  the  Cyclops  explains  to  us  the  structure  and 
style  of  these  pieces.  These  few  words  may  suffice  to  dispose 
of  this  byway  of  the  Greek  drama.  I  now  return  to  the  more 
important  history  of  serious  tragedy. 

§.163.  All  our  authorities  are  agreed  that  despite  the  various 
approaches  and  hints  at  tragedy  before  Thespis — the  Pelopon- 
nesians  counted  sixteen  poets  of  Dorian  tragedy  before  him — 
he  was  really  the  originator  of  that  sort  of  poetry.  We  only 
know  that  he  belonged  to  the  deme  or  village  of  Icaria,  on  the 
borders  of  the  Megarid,  and  doubtless  in  constant  intercourse 
with  these  people,  among  whom  the  worship  of  Dionysus 
was  said  to  be  particularly  at  home.     It  is  to  be  noticed  that  the 
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neighbouring  town  of  Eleusis,  to  which  all  Icarians  must  have 
constantly  come,  was  apparently  the  chief  place  for  the  deeper 
worship  of  Dionysus  Zagreus,  and  it  is  not  unreasonable  to 
suppose  that  this  double  experience  of  the  local  choruses  to 
Dionysus  at  Icaria,  and  the  solemn  mimic  rites  of  the  mys- 
teries, were  the  determining  features  of  his  great  discovery. 

For  in  what  did  this  discovery  consist?  As  was  well  known, 
tragic  elements  were  present  in  Homer,  and  the  characteristic 
dialogues  in  the  old  epics  were  far  more  dramatic  than  the 
early  tragedies  not  only  of  Thespis,  but  of  ./Eschylus.  The 
misfortunes  of  heroes  had  already  been  sung  by  the  dithyrambic 
choruses  at  Sicyon,  and  a  mimetic  character  given  to  such  per- 
formances by  the  expressive  gestures  of  the  choirs  of  Lasus. 
We  have  no  reason  to  think,  that  Thespis  added  a  dialogue  to 
the  cyclic  choruses,  or  lyrical  element  from  which  he  started. 
From  what  is  told  us  we  merely  infer  that  he  to  some  extent 
separated  the  leader  of  the  chorus  from  the  rest,  and  made  him 
introduce  and  interrupt  the  choral  parts  with  some  sort  of  epic 
recitation.  Wtat  metre  he  used  for  this  recitation  we  know 
not,  nor  the  subjects  he  treated,  for  the  titles  transmitted  by 
Suidas  are  of  forgeries  by  Heracleides  Ponticus,  and  Thespis 
probably  left  nothing  written.  Yet  he  certainly  aimed  at  some 
illusion,  by  which  he  escaped  from  himself,  and  entered  into 
the  feelings  of  another  person,  when  he  undertook,  as  we  are 
told,  to  perform  the  part  of  leader  to  his  chorus.  For  he  dis- 
guised himself,  and  so  far  imitated  reality  that  Solon  is  said  (by 
Plutarch)  to  have  been  greatly  offended  at  the  performance,  and 
to  have  indignantly  denounced  the  deliberate  lying  implied  in  his 
acting.  Of  course  we  must  cast  aside  the  nonsense,  talked  by 
Horace,  of  his  being  a  strolling  player,  going  about  in  a  cart  to 
fairs  and  markets.  Not  only  did  Horace  confuse  the  origins 
of  tragedy  and  of  comedy,  but  the  poetical  requirements  of 
the  Athenian  public  trained  by  the  enlightened  policies  of 
Solon  and  Peisistratus.  In  the  Athens  where  Lasus,  and 
Simonides,  and  Anacreon,  and  presently  Pindar,  found  favour, 
no  rude  village  song  could  find  favour  ;  nay,  we  rather  see  an 
over-artificial  taste  prevailing  in  the  lyric  poetry  of  that  date. 

Thespis  composed  his  dramas  from  about  01.  61  for  city 
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feasts  and  for  an  educated  audience.     The  mere  setting  up  of  a 
stage,  and  donning  of  a  mask,  could  not  in  such  an  atmosphere  * 
give  to  any  poet  the  title  of  a  great  originator.     Though  the 
story  just  cited  from  Plutarch   contradicts   the  inference,  we 
would  fain  believe  that  an  acquaintance  with  the  mysteries,  and 
deeper  theology  of  the  day,  suggested  to  Thespis  the  represen- 
tation of  human  sorrow  for  a  moral  purpose.     There  seems  no 
trace  of  this  idea  in  the  earlier  dithyrambs,  which  sang  or  acted 
the  adventures  of  Dionysus  merely  as  a  cult,  and  not  as  a 
moral  lesson.     But  it  seems  that  with  Thespis  may  have  arisen 
the  great  conception  which  we  see  full-blown  in  ^Eschylus — the  1 
intention  of  the  drama  to  purify  human  sympathy  by  exercising 
it  on  great  and  apparently  disproportioned  afflictions  of  heroic/ 
men,  when  the  iron  hand  of  a  stern  and  unforgiving  Providence/ 
chastises  old  transgressions,  or  represses  the  revolt  of  private! 
judgment  against  established  ordinance. 

§  164.  It  is  quite  plain  that  the  portraiture  of  suffering  was 
fully  comprehended  by  the  next  among  the  old  tragedians, 
PhryTUchus,  son  of  Polyphradmon,  whom  Aristophanes 1  often 
refers  to  as  an  old  master  of  quaint  sweetness,  and  in  his 
day  still  a  favourite  with  the  last  generation.  There  are  several 
other  persons  of  the  name,  one  of  them  a  comic  poet,2  so  that 
we  cannot  be  sure  concerning  the  allusions  to  him.  His  son 
Polyphradmon,  evidently  called  after  the  grandfather,  seems  to 
have  contended  with  ^Eschylus.  We  have  not  sufficient  fragments 
remaining  to  form  a  strict  judgment,  nor  can  we  now  decide 
how  much  of  the  development  of  tragedy  was  directly  due  to  him. 
He  is  said  to  have  been  the  first  to  introduce  female  characters, 
and  to  use  the  trochaic  tetrameter  in  tragedy.  It  is  also  cer- 
tain that  he  understood  the  use  of  dialogue,  by  separating  the 

1  Av.  750  '.  ev9ev  wcnrepel  jxtKirra 

^pvvixos  aix^poaiwv  /xeAeW  a7re/3Jcr/ceTO  Kapirhv 
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Cf.  also  v.  269.    I  quote  uniformly  from  the  5th  ed.  of  Dindorf's  Poetce 
Seen  id. 

2  Cf.  on  these  various  persons  the  discussion  of  ivleineke,  Hist.  Com. 
Crac.  pp.  146,  sq. 
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actor  from  the  leader  of  the  chorus,  and  making  them  respond 
to  each  other.  Trimeters  and  Ionics  a  minore  were  metres  not 
unknown  to  him,  but  he  was  most  esteemed  among  later  Greeks 
for  his  lyrical  excellence,  as  the  scholiasts  on  Aristophanes  tell  us. 
Pausanias '  alludes  to  his  having  first  introduced  the  fatal  brand 
in  the  story  of  Meleager  in  Greek  tragedy,  not,  however,  as  an 
invention  of  his  own,  and  quotes  the  lines  in  question.2  His 
Phoenissee  was  a  particularly  celebrated  play;  but  we  must 
imagine  chiefly  a  succession  of  lyrical  choruses,  with  little  or 
no  action,  like  the  earlier  tragedies  of  yEschylus.  It  seems 
that  the  play  was  brought  out  3  by  Themistocles  as  Choregus, 
and  with  special  reference  to  his  own  achievements,  which  were 
growing  old  in  the  memories  of  the  Athenians,  in  01.  75,4; 
and  this  is  the  earliest  exact  notice  we  have  of  a  tragic  com- 
petition such  as  was  afterwards  the  rule  at  Athens.  It  is  said 
that  this  play  was  the  model  on  which  ^Eschylus  formed  his 
Per  see.  More  celebrated  is  the  story  of  the  Capture  of  Miletus 
(MiXr/rov  uXujatc),  brought  out  by  the  poet  in  01.  71,  which 
described  lyrically  the  capture  and  destruction  of  the  greatest 
of  Ionic  cities.  The  whole  theatre,  says  Herodotus,  burst  into 
tears,  fined  him  1,000  drachmas  for  having  reminded  them 
of  their  domestic  troubles,  and  directed  that  no  one  for  the 
future  should  use  this  drama.4  There  has  been  a  great  deaf 
of  aesthetic  lucubration  on  this  celebrated  act  of  the  Athenian 
public — much  talk  of  the  ideal,  and  the  desire  to  escape  from 
the  woes  of  common  life  into  an  ideal  atmosphere.  I  feel 
more  confidence  in  the  critics  who  suspect  a  political  reason 
for  the  play,  and  still  more  for  the  heavy  fine.  Possibly 
the  poet  belonged  to  a  party  who  had  urged  active  aid  for 
Miletus,  and  his  drama  was  a  bitter  and  telling  reproof  to 
the  timid  or  peace  party,  who  may,  nevertheless,  have  been 
politically  the  leaders  of  the  people,  and  able  to  inflict  upon 
him  a  fine  for  harrowing  the  public  mind  with  his  painful  and 

1    X-    31.   A 
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3  Themist.  5,  as  Plutarch  tells  us. 

4  vi.  21.     I  suppose  he  means — use  this  story  for  a  drama. 
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distressing  play.  We  see  from  the  success  of  iEschylus' 
Persce  that  they  had  no  objection  to  being  reminded  of  their 
domestic  successes — certainly  domestic  in  as  real  a  sense  as 
the  events  of  Miletus — and  I  fancy  covert  allusions  to  present 
politics  or  other  events  were  always  well  received  by  the 
Athenians;  but  they  were  certainly  right  to  discourage  the  pre- 
senting of  recent  events  upon  the  stage,  for  Greek  tragedy  was 
in  no  way  suited  for  historical  purposes. 

There  remain  about  seven  titles  of  Phrynichus'  plays,  most 
of  them  the  names  of  nations,  which  seems  to  imply  the  im- 
portance of  his  chorus.  All  the  older  tragic  poets  were  said  to 
be  dancing-masters,  and  to  have  taught  anyone  who  wished  to 
learn  ;  it  is  even  said  that  the  Athenians  appointed  Phrynichus 
to  a  military  command,  on  account  of  his  skill  in  performing 
the  Pyrrhic  war  dance. 

§  165.  Having  now  given  a  sufficient  account  of  the  forerun- 
ners of  yEschylus,  it  may  be  well  to  say  something  of  the  ma- 
terials at  the  disposal  of  the  Greek  tragic  poets,  of  their  theatres 
stage,  actors,  and  general  appointments.  When  these  things 
have  been  made  as  plain  as  our  authorities  permit,  we  can  pro- 
ceed to  consider  at  our  leisure  the  works  of  the  three  great 
dramatists  which  have  survived. 

It  is  necessary  to  give  a  brief  description  of  the  Greek 
theatres  themselves,  in  order  to  help  the  reader  better  to  imagine 
for  himself  the  old  tragic  performances,  and  in  order  to  obviate 
certain  errors  which  were  current  on  the  subject,  and  have  only 
been  removed  by  recent  researches.  The  earliest  stone  theatre 
of  which  we  know  the  date  was  the  theatre  of  Dionysus  at 
Athens,  built  (01.  70)  against  the  south  slope  of  the  Acropolis. 
It  was  adorned  and  enlarged  by  the  orator  Lycurgus  (about  01. 
112),  when  administering  the  finances.  We  are  told  that  before 
its  building  a  wooden  structure  was  used  for  plays,  but  that  on 
the  occasion  of  a  contest  between  YEschylus  and  Pratinas  it 
broke  down,  and  then  the  Athenians  determined  to  erect  a 
permanent  one  for  the  purpose.  We  are  not  told  where 
the  old  wooden  theatre  was  situated,  but  as  the  story  implies 
that  the  spectators  fell  (for  the  stage  always  remained  a 
wooden  platform),   it  is  unlikely  that  the  old  site  could  have 
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coincided  with  the  new,  where  the  steep  incline  of  the  hill 
made  all  artificial  scaffolding  unnecessary.  If  the  site  was  re- 
tained, we  should  imagine  the  audience  of  the  primitive  trage- 
dies and,  no  doubt,  of  the  older  cyclic  choruses,  to  have  sat  all 
round  the  performance,  so  that  while  at  one  side  the  hill  served 
for  tiers  of  seats,  on  the  other  a  corresponding  incline  was  con- 
structed of  wood.  It  would  then  have  been  this  side  only 
which  could  break  down,  and  the  new  stone  theatre  may  have 
been  on  the  modified  principle  of  enlarging  one  side  of  the 
primitive  amphitheatre  to  hold  all  the  spectators,  and  giving  the 
actors  a  better  stage  with  a  rear  and  side  entrances — a  necessary 
change  when  the  various  illusions  of  varying  dress  and  scenery 
were  invented  and  came  into  use.  While  this  conjecture  would 
explain  the  occurrence  of  the  accident  on  the  present  site  of 
the  theatre,  it  must  be  carefully  noted  that  quite  a  different  place 
at  Athens  also  bore  the  name  of  orchestra,  or  dancing  place, 
and  may  have  had  wooden  seats  applied  in  the  same  way.  This 
orchestra  was  a  small  platform  on  the  north  slope  of  the  Areo- 
pagus, just  above  the  agora,  on  which  the  statues  of  Harmodius 
and  Aristogeiton,  and  these  only,  were  set  up.  Being  above  the 
throng  of  the  agora,  it  seems  to  have  been  used  in  later  days 
as  a  place  for  book-stalls.  However  this  may  be,  the  stone 
theatre  of  Dionysus  became  the  model  for  similar  buildings  all 
over  the  Greek  world,  which  everywhere  (except  at  Mantinea) 
utilised  the  slope  of  a  hill  for  the  erection  of  stone  seats  in 
ascending  tiers.  These  great  buildings  were  also  used  by 
democracies  for  their  public  assemblies,  and  we  cannot  be  sure 
that  some  of  them  did  not  precede  in  date  the  theatre  of  Dio- 
nysus. A  great  number  of  them  still  remain,  though  in  no 
case,  of  course,  has  the  wooden  stage  survived  ;  but  most  of 
them  have  been  modified  by  Roman  work,  especially  in  the 
form  of  permanent  and  lofty  walls  of  masonry  at  the  back  of 
the  stage.  Happily  in  some  cities  the  Roman  theatre  was 
built  separately,  and  near  the  Greek,  and  this  is  the  case  at 
Athens  and  at  Syracuse.  The  others  which  are  most  perfect, 
such  as  that  of  Aspendus  in  Pamphylia,  and  Taormina  in  Sicily, 
contain  Greek  and  Roman  work  jumbled  together.  But  there 
are  remains  throughout   all   Greek-speaking   lands    of   these 
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theatres,  in  which  plays  were  performed  as  soon  as  Athens  had 
shown  the  way.  At  Epidauros,  Argos,  Mantinea,  Megalopolis, 
in  the  Peloponnesus  alone,  there  are  huge  remains  of  Greek 
theatres.  The  smallest  and  steepest  known  to  me  is  that  of 
Cheeronea  in  Boeotia. 

The  whole  circuit  of  seats,  generally  semicircular  (sometimes 
even  a  greater,  but  never  a  less  segment  of  a  circle),  was  called  to 
ko'iXoi',  and  held  the  sitting  room  (icwXiov)  of  the  spectators,  who 
were  called  the  theatre,  as  we  say  the house,  in  old  times.  It  was 
separated  into  concentric  strips  by  one  or  more  walks  called 
Sm£dymra.  A  radiating  series  of  flights  of  steps  (mruro^a/),  as- 
cending from  below,  divided  these  strips  of  seats  into  wedge- 
formed  divisions  (icepicfieg).  In  most  cases,  the  spectators  came 
in  at  the  sides,  between  the  stage  and  the  seats,  and  ascended 
by  these  steps.  The  seats  were  broad  and  comfortable,  but  each 
person  brought  a  cushion,  or  had  it  brought  for  him  by  a  slave, 
who  was  not  allowed  to  wait  during  the  performance.  In  some 
later  theatres  there  were  outside  staircases,  which  brought  the 
spectators  to  the  top  of  the  theatre,  where  they  entered  the 
highest  level  through  a  colonnade.  The  audience  had  no  cover- 
ing over  them,  and  were  exposed  to  all  extremes  of  weather. 
We  do  not  know  what  was  done  in  the  case  of  rain,  but 
it  is  probable  that  the  stage  had  a  penthouse  projecting  from 
the  back  wall,  which  protected  the  actors.  The  price  of 
admission  was  fixed  at  two  obols  for  the  Athenian  theatre, 
which  went  to  the  managei  for  its  support,  and  which  was  paid 
from  the  public  funds  to  the  poorer  citizens  at  Athens,  in  the 
days  of  the  Athenian  Empire,  by  way  of  affording  all  of  them  the 
opportunity  of  joint  religious  enjoyment  which  the  feast  of 
Dionysus  offered,  Women  and  boys  were  admitted  to  the  tra- 
gedies, but  the  former  were  certainly  excluded  from  the  comedies 
in  older  days,  and  for  obvious  reasons.  There  were  reserved 
seats  in  front,  and  the  privilege  of  admission  to  them  (Tvpotlpia) 
was  highly  prized.  It  was  given  to  magistrates  and  foreign 
ambassadors  in  early  days,  but  on  the  marble  armchairs  of  the 
front  row  in  the  theatre  of  Dionysus,  as  re-discovered  in  1862, 
the  names  of  religious  dignitaries  are  inscribed,  the  priest 
of  Dionysus  Eleutherios  possessing   the   central   stall.      This 
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arrangement  does  not,  however,  date  before  the  days  of  He- 
rodes  Atticus.  There  is  no  evidence  whatever  that  the  Athenian 
democracy  allowed  the  front  seats  to  be  reserved  for  the  richer 
classes  who  could  pay  a  higher  entrance  fee.1 

The  number  of  spectators  must  often  have  comprised  the 
whole  male  population  of  a  large  town  and  its  suburbs,  besides 
sundry  strangers,  women  and  children.  Some  of  the  remaining 
theatres  would  easily  hold  10,000  people.  It  is  consequently 
evident  that  all  could  not  have  seen  or  heard  delicate  points 
upon  the  stage.  This,  as  will  be  seen,  had  no  small  effect  upon 
the  way  in  which  Greek  tragedies  were  brought  upon  the  stage. 
Nevertheless,  Iwill  observe,  that  in  the  great  theatre  of  Syra- 
cuse, I  myself  tested  its  acoustic  properties,  and  found  that  a 
friend  talking  in  his  ordinary  tone  could  be  heard  perfectly  at 
the  farthest  seat — this,  too,  with  the  back  of  the  stage  open  ; 
whereas  it  was  in  the  old  performances  closed  by  lofty  scenes, 
and  an  upper  story  from  which  gods  were  shown  and  oft 
descended  upon  the  stage. 

§  166.  We  pass  from  the  circle  of  spectators  to  the  part  of  the 
building  (opxwrpa)  corresponding  to  the  pit  of  modern  theatres, 
The  greater  part  of  this  was  smoothed,  empty,  and  strewed  with 
sand,  hence  called  Kovlo-rpa.  In  the  centre  was  an  altar  to  Dio- 
nysus (Ov/jiXr]),  the  relic  of  the  old  times  when  nothing  but 
choral  dances  had  been  held  in  the  area  round  the  altar.  But 
in  the  part  nearest  the  stage,  which  corresponds  to  our  stage 
boxes  and  orchestra,  was  a  raised  floor  of  wood,  called,  more 
specially  and  scenically,  orchestra,  or  dancing  place  of  the 
chorus,  beginning  at  the  altar,  and  communicating  by  steps 
with  the  stage,  which  was  somewhat  higher.  The  chorus  was  a 
sort  of  stage  audience,  at  times  addressing  the  actors,  and 
answering  them  through  their  leader,  at  times  reflecting  upon 
them  independently,  especially  in  the  choral  songs,  which 
divided  what  we  may  call  the  acts  of  the  play.  The  chorus  was 
not  an  ideal  spectator,  far  from  it,  but  rather  represented  the 
average  morality  or  courage  of  the  public,  as  contrasted  with 

1  This  has  been  often  asserted,  owing  to  a  misconception  of  the  pas- 
sage in  Flato,  Apol.  Socr.  §  26,  which  speaks  of  buying  the  work  of  Anaxa- 
goras  at  the  other  orchestra  above  mentioned  for  a  drachme. 
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the  heroic  character  of  the  protagonist,  or  chief  actor.  Thus 
we  find  it  frequently  supporting  the  deuteragonist,  or  second 
actor,  who  was  a  foil  for  the  principal  personage.  As  M.  Patin 
admirably  remarks,  apropos  of  the  chorus  of  the  Antigone  :  *  'It 
has  not  been  sufficiently  observed  what  moral  defects  the  Greek 
poets  attach  to  the  part  which  in  these  plays  represents  the 
interests  of  general  morality.  While  assigning  to  the  chorus 
those  lofty  ideas  of  order  and  of  justice  which  dwell  in  every 
heart,  and  come  naturally  from  the  lips  of  all  as  the  voice  ot 
conscience,  they  took  care  to  add  to  this  somewhat  imaginary 
role,  by  way  of  realism,  the  vulgar  features  common  to  every 
multitude.  The  speech  of  the  chorus  was  pure  and  noble  ;  its 
conduct  cowardly,  cautious,  selfish,  and  marked  by  the  weak- 
ness and  egotism  which  are  the  vice  of  the  common  herd,  and 
are  only  wanting  in  the  exceptional  it\x,  both  of  tragedy  and 
of  real  life.'  But  when  it  watched  the  progress  of  the  play,  the 
scenes  must  have  been  not  unlike  the  play  within  the  play  in 
Hamlet,  except  that  the  great  personages  were  in  the  Greek  play 
the  observed  of  the  inferior  observers.  The  entrances  to  the 
orchestra  were  the  same  as  those  of  the  audience,  from  the 
sides  (jrapoeoi),  between  the  stage  and  the  tiers  of  seats,  and  it  is 
certain  that  there  was  no  separate  place  for  musicians,  as  the 
accompaniments  to  the  choral  songs,  which  were  sung  ap 
parently  in  unison,  were  of  the  slightest  kind — perhaps  a  single 
fluteplayer  behind  the  scenes. 

From  the  orchestra  we  mount  by  a  few  steps  to  the  stage, 
and  its  appurtenances.  It  was  technically  called  TrpotrKrivwv,  or 
the  place  in  front  of  the  majv)),  which  was  originally  the  king's 
tent,  or  dwelling  of  the i chief  character,  but,  in  ordinary  Greek 
parlance,  nothing  more  than  the  background  of  the  stage.  A 
particular  place  in  fhe  centre  of  the  proscenium,  or  stage,  ap- 
pears to  have  been  slightly  raised,  and  specially  used  in  great 
declamations:  this  was  called  the  Xoye'iov.  The  whole  stage  was 
very  long  and  narrow,  spanning  all  the  way  from  one  side  of  the 
huge  circle  of  spectators  to  the  other.  As  the  chorus  were 
brought  forward  to  their  place  in  the  orchestra,  the  Greek 
theatre  required  no  deep  stage  room,  and  had  ample  space  for 

1  Sophode,  p.  260. 
VOL.  I. — II 
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its  very  few  characters  within  a  narrow  place.1  There  was  cer- 
tainly one  passage  leading  out  from  under  the  stage,  and  known 
technically  as  Charon's  stairs ;  but  the  old  stages  which  I  have 
examined  show  such  complicated  substructures,  so  many  separate 
short  walls  and  passages  in  their  foundations,  that  I  fancy  there 
must  have  been  more  to  be  done  under  the  Greek  stage  than 
most  scholars  imagine.  The  front  of  the  raised  stage,  which 
was  hidden  by  the  scenic  orchestra,  was  called  viroa-dirio): 

§  167.  There  was  not  much  change  of  dress  in  the  Greek 
plays,  but  still  some  green  room  must  have  been  required  ;  it  is 
never  alluded  to  by  our  authorities,  and  was,  I  fancy,  a  wooden 
structure  at  the  side  of  the  stage,  which  could  b'e  removed 
with  the  other  woodwork.  In  the  back  wall  of  the  stage,  the 
doors,  three  in  number,  indicated  the  position  of  the  actor 
who  first  entered  through  them.2  The  middle  door  was  for 
the  chief  actor,  the  right  for  his  foil  or  supporter  (deuteragonist), 
the  left  for  his  contrast  or  opponent  (tritagonist).  These 
parts  were  as  much  fixed  as  those  of  the  soprano,  tenor,  and 
barytone  in  modern  operas,  but  of  course  for  musical  and  ass- 
thetical  reasons  the  two  principal  voices  are  there  co-ordinated, 
whereas  this  was  never  done  by  the  Greeks.  Messengers,  who 
played  an  important  part  in  reciting  stirring  scenes,  came  in,  if 
from  the  home  or  city  of  the  actors,  by  the  right  parodos  ;  if 
from  abroad,  by  the  left  side  of  the  theatre,  and  went  out  by 
the  orchestra  ;  Ave  find  that  in  some  theatres  an  additional  door 
at  each  end  of  the  stage  was  provided  for  this  purpose.  These 
fixed  arrangements  served  to  a  certain  extent  instead  of  play 
bills,  which  the  Greeks  did  not  use.  The  back  scene  was,  as  I 
have  said,  lofty,  and  made  of  painted  wooden  panels  and  hang- 

1  With  the  decay  of  the  chorus,  the  stage  was  made  narrower,  and  the 
ornamental  front  with  marble  figures,  which  we  admire  in  the  present  re- 
mains of  the  theatre  at  Athens,  was  not  built  till  the  third  century  A.D., 
and  was  moved  back  eight  or  nine  yards  from  the  original  limit  of  the 
proscenium,  in  the  days  of  elaborate  choric  dances,  and  of  dialogues  be- 
tween the  chorus  and  the  actors.  The  decoration  of  this  surface  seems  to 
imply  that  no  scaffolding  for  an  orchestra  was  then  required  in  front  of  it. 

2  It  is  not  to  be  imagined  that  this  was  an  absolute  rule.  The  chief 
personage  was  in  most  plays  easily  to  be  distinguished  without  any  such  for- 
mality.    Cf.  llernhardy,  ii.  p.  93. 
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ings,  for  when  the  Romans  came  to  build  similar  theatres,  they 
built  up  this  scene  of  masonry,  which  still  remains  in  many 
places — most  perfectly  at  the  splendid  theatre  of  Aspendus  in 
Pamphylia.  The  upper  story  represented  by  this  architectural 
front  was  called  episcenium,  and  the  wings,  when  they  came  for- 
ward and  closed  the  ends  of  the  stage,  parascenia.  When 
change  of  place  was  required,  there  existed  scene  shifting,  in 
the  sense  of  drawing  back  to  the  sides  temporary  structures. 
As  there  was  seldom,  if  ever,  more  than  one  change  of  scene 
in  a  Greek  tragedy,  we  can  imagine  the  movable  scenes  used 
first,  and  drawn  away,  along  with  the  revolution  of  the  pcriacti, 
to  make  way  for  the  view'  painted  on  the  permanent  back 
scene  of  the  stage.  For  it  is  certain  that  at  the  parascenia 
were  fixed  two  lofty  triangular  prisms,  called  revolvers  (TtcpiaKroi), 
on  each  face  of  which  a  different  scene  was  painted,  so 
that,  according  as  the  '  foreign  parts '  especially  of  the  play 
changed,  the  right  tteihuktoc,  firixprvfi  was  turned  (£kkv i:\e~tv). 
These  prisms  must  also  have  served  to  conceal  such  scenes  as 
were  drawn  back,  when  not  required.  There  was  some  compli- 
cated machinery  in  the  upper  story  of  the  back  scene,  which 
enabled  the  gods  to  appear  in  the  air,  and  address  the  actors 
from  a  place  called  the  gods'  stage  (OtoXnytloi).  This  machinery 
seems  to  have  been  hidden  by  a  large  curtain  (KarufiXiifxa)  hung 
from  above,  but  I  suspect  that  this  device  did  not  exist  in  the 
early  days  of  tragedy. 

It  is  important  to  notice  the  lofty  and  permanent  character 
of  the  wooden,  and  afterwards  brick,  structures  at  the  back  of 
the  stage,  as  it  destroys  various  sentimental  notions  of  modern 
art  critics  about  the  lovely  natural  scenery  selected  by  the  Greeks 
to  form  the  background  of  their  stage.  It  is  still  believed  by 
many  that  the  Greeks  desired  to  combine  the  beauties  of  a 
lovely  view  with  the  ideal  splendour  of  mythical  tragic  heroes. 
Modern  research  has  completely  exploded  the  absurd  idea.  It 
is  possible  that,  at  the  highest  and  worst  back  seats,  some 
lofty  mountain  behind  the  stage  might  have  been  visible, 
but  I  am  sure  the  intention  of  all  the  arrangements  was  to 
exclude  such  disturbance,  and  to  fix  the  attention  of  the 
spectators   on   the    play   and   its   scenic   surroundings.     The 
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sites  of  the  Greek  theatres  were  simply  determined  by  the 
ground,  and  if  almost  every  ascending  slope  near  a  city  in 
Greece  affords  a  fair  prospect  of  sea  and  islands,  and  rugged 
outlines,  we  know  that  the  Greeks  of  all  civilised  people  thought 
least  about  landscapes  as  such,  and  neglected  the  picturesque. 
§  16S.  This  reflection  leads  me  naturally  to  say  a  few  words 
about  the  scene-painting  of  the  Greeks.  When  ./Eschylus  arose, 
painting  was  in  its  infancy,  and  it  was  not  till  the  empire  of  Athens 
was  well  established  that  the  first  great  artist  Polygnotus  (about 
01.  78)  rose  into  fame.  But  he  was  altogether  a  figure  painter, 
and  seems  to  have  known  nothing  of  perspective.  Towards  the 
end  of  ^Eschylus'  life,  Agatharchus  first  began  to  study  the  art 
of  scene-painting,  with  the  view  of  producing  some  illusion  by 
means  of  perspective,  and  wrote  a  treatise  on  the  subject.  The 
optical  questions  involved  were  taken  up  by  Anaxagoras  and 
Democritus,  and  Apollodorus  (about  400  B.C.)  may  be  regarded 
as  having  brought  to  perfection  this  branch  of  art.  Both  he 
and  Agatharchus  are  classed  as  skenographers,  or  skiographers 
(rr^t'oypcKpoi,  oKwypntyoi),  these  terms  being  used  as  synonymous, 
and  showing  that  the  painting  of  shadows  was  first  attempted  in 
order  to  produce  effects  of  perspective  in  scene-painting.  There 
can  be  no  doubt,  from  an  analysis  of  the  scenes  of  our  extant 
plays,  that  the  great  majority  of  these  paintings  was  architectu- 
ral, and  the  representation  of  Greek  palaces  and  temples,  with 
their  many  long  straight  lines,  particularly  required  a  knowledge 
of  perspective.  It  is  not  certain  that  the  old  Greeks,  in  spite 
of  their  philosophic  studies,  were  very  perfect  in  this  respect, 
for  the  architectural  subjects  in  the  Pompeian  frescoes  are  very 
faulty,  perhaps,  however,  because  they  were  the  work  of  igno- 
rant persons,  who  never  learnt  the  better  traditions  of  the 
ancients.  Some  few  plays  were  laid  in  camps,  and  wild  deserts, 
such  as  the  Ajax  and  Philoctctes  of  Sophocles ;  but  by  this  time 
scene-painting  had  become  an  established  art.  To  judge  from 
the  landscapes  of  Pompeii,  these  scenes  had  a  very  lofty  blue 
sky  painted  above  them,  which  was  doubtless  intended  to  ex- 
clude the  natural  background  from  the  spectators.  In  the 
comedies,  concerning  which  we  have  but  little  information  in 
detail,  familiar  and  everyday  scenes  in  Attica  must  have  been 
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painted,  and  it  would  be  most  interesting  to  know  what  amount 
of  reality  satisfied  the  Athenian  audience.  In  the  tragedies,  the 
scenes  were  either  of  remote  palaces,  or  at  least  of  palaces  and 
cities  in  ancient  and  mythical  times,  so  that  no  close  approxi- 
mation to  the  cities  of  the  period  would  be  required. 

§  169.  Above  all,  we  must  insist  upon  the  staid  and  conserva-  ^ 
tive  character  of  all  the  Attic  tragedy.  The  subjects  were  almost 
as  fixed  as  the  scenery,  being  always,  or  almost  always,  subjects 
from  the  Trojan  and  Theban  cycle,  with  occasional  excursions 
into  the  myths  about  Heracles.  But  in  treating  the  Trojan  myths, 
we  find  a  distinct  avoidance  of  the  Iliad  and  Odyssey,  and  a 
use  of  the  cyclic  poems  instead.  There  are  indeed  a  few  titles 
from  our  Homer,  but  they  are  so  constantly  satyric  dramas,  that 
I  suppose  this  was  according  to  some  rule,  and  that  Homer, 
from  his  sanctity,  or  owing  to  the  too  great  familiarity  of  the 
audience  with  him,  was  deliberately  avoided. 

The  uniformity  of  subjects  was  moreover  paralleled  by  the 
uniformity  of  the  dress — the  festal  costume  of  Bacchus — and  by 
the  fixed  masks  for  the  characters,  which  allowed  no  play  of 
feature.  So  aiso  I  fancy  the  older  actors  to  have  been  mono- 
tonous and  simple  in  their  piaying.  Later  on  we  know  that  they 
became  popular  and  were  a  much  distinguished  class,  and  then 
they  began  to  take  liberties  with  their  texts,  as  we  hear  from  many 
scholia.  These  liberties  were  repressed  by  a  wholesome  law 
of  the  orator  Lycurgus,  who  enacted  that  official  copies  of 
the  plays  of  the  three  great  tragic  masters  should  be  made,  and 
no  new  performance  of  them  allowed  without  the  applicant  for 
the  chorus  and  his  company  having  their  acting  copies  com- 
pared with  the  state  MS. 

As  soon  as  tragic  choruses  and  other  dramatic  performances 
became  recognised  by  the  state  at  Athens,  they  were  not  left  to 
chance  or  to  individual  enterprise.  The  chorus  was  dressed 
and  trained  at  the  public  expense,  and  the  poet  who  desired  to 
have  his  piece  performed  must  go  to  the  archon,1  and  ask 
to  have  a  chorus  assigned  to  him.  The  actors  were  said  to 
have  been  distributed  by  lot,  but  in  later  days,  we  find  parti- 
cular actors  so  associated  with  poets  that  some  more  permanent 

1  The  eponymus  at  the  Dionysia,  the  king  archon  at  the  Lencea. 
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connection  must  be  assumed.  The  archon  granted  choruses  to 
the  most'  promising  applicants,  so  that  young  and  unknown 
poets  were  fain  to  produce  their  piece  under  the  name  of  an 
influential  friend.  The  poet,  with  the  aid  of  a  professional 
choir  master,  trained  his  chorus  in  the  lyrical  songs,  and  in 
early  days  took  the  chief  acting  part  himself. 

§  1 70.  Unfortunately  we  know  hardly  anything  of  the  way  in 
which  the  competitions  were  managed,  or  how  many  plays  were 
produced  on  the  same  day,  and  in  succession.  We  know  certainly 
that  they  were  composed  (even  by  Euripides)  in  tetralogies,  in 
groups  of  four,  and  their  average  length  being  moderate,  I  fancy  a 
trilogy  would  not  take  up  more  time  than  the  playing  oi  Ham- 
let, followed  by  a  short  farce  or  satyric  drama.  But  how  could 
the  audience  endure  more  than  this  at  one  time  ;  and  yet  we 
know  that  many  of  our  extant  plays  obtained  the  third  prize, 
showing  that  twelve  plays  must  have  been  acted.  It  is  abso- 
lutely certain  that  such  a  competition  must  have  lasted  several 
days,  and  I  believe  that  twelve  plays  was  the  limit ;  for  when  I 
note  the  difficulty  of  '  obtaining  a  chorus,'  and  that  even  good 
poets  were  refused  ;  when  I  also  observe  that  the  third  place 
was  considered  a  disgrace,  I  infer  that  the  number  of  competi- 
tors must  have  been  limited,  and  that  there  were  not  lower 
places  than  the  third  to  be  assigned.  But  when  we  hear  that 
Sophocles  contended,  '  play  against  play,'  by  way  of  novelty, 
and  that  single  plays  from  a  group  were  called  victorious,  and 
yet  that  Euripides  competed  with  groups,  none  of  which  has 
survived  entire,  we  find  ourselves  in  hopeless  perplexities. 

As  to  the  adjudication  of  the  prizes,  it  was  made  by  judges 
selected  from  the  audience  by  lot,  and  no  doubt  led  by  the 
public  reception  of  the  piece  ;  but  their  decision  seems  often  to 
have  been  exceedingly  bad.  As  we  have  not  the  rival  pieces  of 
any  competition  for  comparison,  we  may  not  dogmatise  ;  but 
still,  when  the  scholiasts  wonder  at  the  OEdipus  Rex  being  de- 
feated, and  when  we  find  the  Medea  disgraced  by  obtaining  the 
third  place,  we  cannot  help  suspecting  that  the  judgment  of  the 
day  was  utterly  wrong.  Each  victory  was  commemorated  by  a 
tripod,  which  was  erected  on  an  ornamental  pillar  or  building 
like  the  choragic  monument  of  Lysicrates,  still  extant  at  Athens, 


ch.  xiv.  DIONYSIA   AND  LEN^EA.  24.7 

and  from  these  inscribed  monuments  were  drawn  the  valu- 
able didascalia  which  Aristotle  first  collected,  and  from  which 
Aristophanes  (of  Byzantium)  afterwards  compiled  his  invaluable 
prefaces  to  all  the  plays.  Our  extant  prefaces  leem  to  copy 
their  chronological  data — the  year  of  the  play,  its  competitors, 
and  its  place — whenever  they  vouchsafe  us  such  information. 
Had  Aristophanes'  work  been  preserved,  the  whole  history  ot 
the  drama  would  be  in  a  far  different  condition. 

§  171.  There  is  still  some  hope  of  further  light  on  this  im- 
portant point.  Fragments  of  lists  of  dramatic  authors,  and  their 
victories,  are  still  being  found  about  the  acropolis  and  the  theatre 
at  Athens,  and  from  the  publications  of  them  by  Komanudes 
in  the  At/ienaio/i,  Bergk  has  endeavoured  to  reconstruct  the 
chronology  of  the  drama. l  His  conclusions  have  been  con- 
tested by  Kohler,2  and  are  as  yet  uncertain.  But  he  has  pro- 
bably established  this  much,  that  while  the  tragic  contests  were 
carried  on  at  the  greater  Dionysia  in  the  city,  and  in  spring 
time,  and  recorded  since  about  01.  64,  the  winter  feast  of  the 
Lenaaa  in  the  suburbs  was  originally  devoted  to  comedy,  which 
was  not  recognised  by  the  state  till  about  01.  79.  In  01.  84 
new  regulations  were  introduced,  probably  by  Pericles,  accord- 
ing to  which  tragic  contests  were  established  at  the  Lenaea,  and 
comic  admitted  to  the  greater  Dionysia.  From  this  time  both 
kinds  of  contests  were  carried  on  at  both  feasts,  and  in  the  great 
theatre.3  But  as  the  Lencca  was  only  a  home  feast,  and  not 
attended  by  strangers,  a  victory  gained  there  was  by  no  means 
of  the  same  importance  as  a  victory  before  the  great  concourse 
of  citizens  and  visitors  in  the  spring,  and  consequently  they 
were  separately  catalogued.  This  accounts  for  variations  in  the 
number  of  prizes  ascribed  to  the  poets,  some  lists  comprising 
all,  others  only  the  city  prizes.  No  poet  (except  Sophocles) 
seems  to  have  gained  this  latter  distinction  often,  and  many 
prolific  authors  obtained  it  only  once  or  twice.  But,  as  has  been 
already  remarked,  the  verdict  of  the  judges  is  not  to  be  taken 
as  a  conclusive  estimate  of  real  merit. 

J  Cf.  Rhein.  Mus.  for  1879,  pp.  292,  sq, 

2  In  the  Memoirs  of  the  German  Arch.  Inst,  of  Athens,vo\.  iii.  pp.  104,  sq. 

3  The  lesser  or  country  Dionysia  were  celebrated  at  a  theatre  in  the 
Piraeus. 


CHAPTER  XV. 

AESCHYLUS. 

§  172.  The  facts  known  to  us  about  the  life  of  iEschylus  are 
few,  and  decked  out  with  many  fables.     He  was  the  son  of 
Euphorion,  born  at  Eleusis,  the  town  of  the  Mysteries,  in  525 
B.C.      He  contended  with  Choerilus  and  Pratinas,  as  well  as 
Phrynichus,  from  about  500  B.C.,  and  there  is  no  doubt  that 
he  learned  a  great  deal  from  the  art  of  the  latter.     His  first 
tragic  victory  was  in  01.  73,  4  (485),  and  from  this  time  down  to 
the  middle  of  the  century  he  worked  with  all  the  energy  and 
patience  of  a  great  genius  at  his  art.     He  fought  in  the  battles  I 
of  the   great   Persian  war,   and   was   wounded,  it  is  said,  at 
Marathon,  at  which  his  brother  Kynsegirus  fell.    He  contended 
against  Simonides  with  an  elegy  to  be  inscribed  over  the  fallen, 
but  was  defeated.     According  to   the  most  credible  account , 
he  won  thirteen  tragic  victories.     He  confessed  it  impossible 
to  excel  the  Hymn  to  Zeus   of  the   obscure  Tynnichus,  on 
account  of  its  antique  piety,  which  gave  it  the  character  of 
an  inspiration.1     And  yet  he  is  reported  to  have  been  exceed- 
ingly hurt  at  the  success  of  Sophocles  in  tragedy,  by  whom  he' 
was  defeated  in  468  B.C.     This  may  have  induced  him  to  leave 
Athens  and  go  to  Sicily,  an  island  which  he  had  already  visited 
in  01.  76  at  the  invitation  of  Hiero,  for  whom  he  had  written  a 
local  piece  called  the  s£tncea?is,  to  celebrate  the  foundation  of 
the  city  of  ^Etna  on  the  site  of  the  earlier  (and  later)  Catana. 
He  also  brought  out  at  Syracuse  a  new  edition  of  his  Persians. 
A  better  cause  alleged  for  his  second  departure  from  Athens 
was  the  suspicion  or  accusation  under  which  he  lay  of  having 
divulged  the  Mysteries.    He  is  even  said  to  have  been  publicly 

1  Cf.  Bergk,  FLG.,  p.  mi 
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attacked,  and,  though  he  pleaded  that  he  was  unaware  of  his 
crime,  was  saved  with  difficulty  by  the  Areopagus.  If  this  be 
so,  we  can  understand  his  splendid  advocacy  of  that  ancient 
and  venerable  court,  when  attacked  by  Ephialtes,  in  his 
Eumenides,  the  third  play  of  the  extant  trilogy  with  which 
he  conquered  in  01.  80,  2  (458).  He  must  have  been  at  this  r 
moment  one  of  the  most  important  leaders  of  the  conser- 
vative party,  and  have  had  far  more  weight  through  his  plays 
than  most  men  could  attain  by  their  eloquence  on  the  bema. 
Nevertheless  we  hear  of  him  dying  at  Gela  in  Sicily  within  three 
years  of  this  great  triumph.  The  people  of  Gela  erected 
him  a  splendid  tomb ;  the  Athenians  not  only  set  up  his  statue 
in  public,  but  rewarded  and  equipped  any  choregus  in  after 
days  who  would  bring  out  again  the  works  of  so  great  and 
acknowledged  a  master. 

Even  this  brief  sketch  can  hardly  be  called  certain  as  to 
its  facts  ;  the  many  fables  about  his  relationships,  about  his 
death,  and  about  his  professional  jealousies  have  been  here 
deliberately  omitted.  I  only  know  of  two  personal  recollections 
of  him  which  still  survive,  beyond  the  remark  on  Tynnichus 
above  mentioned.  He  was  sitting  beside  Ion  of  Chios  at  the 
Isthmian  games  ;  the  audience  cried  out  when  one  of  the 
boxers  got  a  severe  blow,  whereupon  he  nudged  Ion,  and  said : 
'  See  what  training  does,  the  man  who  is  struck  says  nothing, 
while  the  spectators  cry  out.'1  He  is  said  to  have  described 
his  tragedies  as  morsels  irz^ayri)  gathered  from  the  mighty 
feasts  of  Homer.  This  very  humble  claim  and  loyal  feeling 
towards  the  old  epics  do  not  bespeak  a  jealous  or  self-asserting 
character.  Of  his  plays  there  remain  seventy-two  titles,  cf 
which  over  sixty  seem  genuine,  and  a  good  many  fragments, 
but  only  seven  actual  pieces  :  the  Supplices  (kincec),  probably 
brought  out  in  01.  71  or  72;  the  Persce,  76,  4;  the  Seven  t 
against  Thebes,  78,  i2;  the  Prometheus  Vinctus,  not  before 
75,  2,  in  which  the  eruption  of  ^Etna  alluded  to  in  the  play 

1  This  is  reported  by  PluLarch,  De profect.  in  virt.  c.  8. 

2  The  statement  put  into  ^Eschylus'  mouth  in  the  Frogs  (v.  1026,  sq.) 
seems  as  if  this  usually  received  order  were  wrong,  and  the  Seven  against 
Thebes  came  earlier  than  the  Persce. 

II* 
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occurred,  but  probably  as  late  as  01.  79.  Lastly,  his  greatest 
and  most  perfect  work,  the  Orestean  trilogy,  consisting  of  the 
Agamemnon,  Choephori,  and  Eumenidcs,  in  01.  80,  2,  shortly 
before  his  death. 

§  173.  I  take  the  Supplices  first,  because  it  is  decidedly  a 
specimen  of  the  early  and  simple  tragedy  developed  by  yEschy- 
lus;  nor  do  I  agree  with  some  great  critics  who  have  thought  it 
composed  as  late  as  01.  79,  on  account  of  its  complimentary 
allusions  to  Argos.  In  the  first  place  the  chorus  is  the  principal, 
actor  in  this  play — the  daughters  of  Danaus,  who  have  come  as 
Suppliants  to  Argos,  to  escape  the  marriage  of  their  cousins, 
the  sons  of  ^Egyptus.  In  the  next  place,  the  number  of  the 
chorus  in  the  play  seems  to  have  been  fifty,  whereas  in  ALs- 
chylus'  later  days  it  was  reduced  to  fifteen  or  twelve  persons. 
There  is  indeed  a  notice  of  Suidas  that  Sophocles  raised 
the  old  number  twelve  to  fifteen,  which  would  imply  twelve 
Suppliants  only ;  but  the  fixed  traditional  number  of  the 
Danaides,  and  the  ample  space  on  the  orchestra,  in  a  play 
where  there  was  no  dancing,  seem  to  make  the  full  number  not 
impossible  in  this  piay.  I  have  no  doubt  that  it  was  the 
requirements  of  this  play  which  at  all  events  made  the  critics 
think  of  fifty  choristers.  The  main  body  of  the  piece  consists  in 
long  choric  songs  complaining  of  the  violence  of  the  sons  of 
vEgyptus,  the  unholy  character  of  the  marriage  they  proposed, 
and  the  anxieties  of  the  fugitives.  These  odes  are  merely 
interrupted  by  the  actors — their  father  Danaus,  Pelasgus,  the 
King  of  Argos,  and  the  petulant  Egyptian  herald,  who  endea- 
vours to  hurry  them  off  to  the  ship  which  has  just  arrived  to 
bring  them  back.  The  King  of  Argos  is  represented  as  a 
respectable  monarch,  who,  though  absolute,  will  not  decide 
without  appealing  to  the  vote  of  his  people,  who  generously 
accept  the  risk  of  protecting  the  Suppliants.  But  the  cautious 
benevolence  of  Pelasgus,  and  the  insolence  of  the  Egyptian 
herald,  can  hardly  be  called  character-drawing,  and  the  whole 
drama,  having  hardly  any  plot,  is  a  good  specimen  of  that 
simple  structure  with  which  Attic  tragedy  developed  itself  out 
of  a  mere  cyclic  chorus.  It  is  remarkable,  however,  that 
though  the  individuals  are  so  slightly  sketched,  there  is  the 
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most  distinct  characterising  of  nationalities  throughout  the 
play.  Not  only  is  the  very  speech  of  the  Danaides  full  of 
strange-sounding  words,  as  if  to  suggest  their  foreign  origin, 
but  there  is  the  strongest  aversion  conveyed  by  the  poet  for 
the  Egyptians,  as  a  violent  and  barbarous  people,  whose  better 
few  can  only  find  protection  in  Argos.  The  Argives,  again, 
are  described  as  an  honourable,  somewhat  democratic  people, 
not  perhaps  very  different  from  the  stage  Athenians  under 
Theseus.  There  is  little  known  of  the  other  plays  in  the 
trilogy,  or  of  the  satyric  piece  which  followed.  The  horror 
of  a  marriage  with  cousins  seems  so  absurd  in  the  Egyptian 
princesses  that  it  must  have  been  explained  by  the  course 
of  a  preceding  play,  and  the  critics  are  agreed  that  the  so- 
called  Danaides  followed,  wherein  the  marriage  and  murder 
of  the  sons  of  ^Egyptus  took  place,  and  the  trial  of  Hyperm- 
nestra,  who  alone  disobeyed  her  father.  She  seems  to  have 
been  acquitted  by  the  interference  of  Aphrodite  herself,  on  the 
ground  of  her  own  all-powerful  influence  on  the  human  mind, 
and  from  her  speech  Athenaeus  has  preserved  for  us  some  fine 
lines. ' 

Though  this  play  is  the  least  striking  of  those  extant,  and, 
from  the  little  attention  paid  to  it,  very  corrupt,  and  often 
hard  to  decipher,  there  are  all  the  highest  ^Eschylean  features 
in  germ  throughout  it.  Thus  in  the  very  first  chorus,  not  to 
speak  of  the  elegant  allusion  to  the  nightingale,  already  cele- 
brated in  the  Odyssey,  there  is  a  splendid  passage  on  the 
Divine  Providence,  which  breathes  all  the  lofty  theology  so 
admirable  in  vEschylus.2 

1  Spa  fxlv  ayvbs  ovpavbs  rpwcrai  x^^va, 

tpcos  5e  yaiav  Aap-fidvei  yd/xov  rvxtiv' 
ofxfipos  5'  &7r'  (vvdivros  ovpavov  Trecruv 
fKvcrs  ycuav  7]  5e  riKTerai  fipoTols 
IxijKbiv  re  flofTKas  i«zl  ft'iov  Ay)^i]Tpiov 
SevSpSiTis  wpa  5'  Ik  votI£ovtos  yd/xou 
r4\ei6s  iffTi.     toiv   V  £y&  irapairios. 
vv.  86,  sq.  :    Aibs  "/xepos  ouk  euBi'iparos  eVup^jj, 
irdvTa  toi  <p\syedei 
Kav  CTKorip  ixiXaiva  £vv  ti^x? 
/nep6ire<Tcri  Aoois, 
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So  also  future  punishments  are  threatened.1  The  concluding 
prayer  of  blessing  on  Argos,  sung  by  the  grateful  Suppliants,  is 
very  fine,  and  there  is  all  through  the  play  an  abundance  of 
that  mighty  diction  in  which  the  epithets  and  figures  come 
rolling  in  upon  us  like  Atlantic  waves.  It  is  this  feature  in 
^Eschylus  which  makes  him  so  untranslateable.2 

I  will  observe,  in  conclusion,  that  the  description  of  Io's  wan- 
derings (in  the  ode,  vv.  525,  sq.)  is  a  foretaste  of  the  much 
fuller  treatment  of  the  same  subject  in  the  later  Prometheus. 

TriirTfi  8'  ao~(pa\es  ovb"  eVl  vcotoi, 
Kopvtyx  Aibs  €i  KpavQfj  Trpay/JLa  TtKeiov. 
SavAol  yap  TrpatriSuv 
SdffKioi  re  Ti'ivovaiv  Tropot, 
hjitlSuv  acppaaroi. 
idirrei  8'  iX.ir'ib'wv 
cup'  wpiTtvpywv  ituvuiKeis  Pporovs, 
fiiav  8'  ovtiv'  e£o7rAi£ei, 

Tav  Uttoivov  SaiuoviccV  rjfj.evov  &vu>  (pp6ur}fjid  ttois 
avr6dev  (^(■Koa.^ev  efnras,  tSpdvwv  iff?  ayvwv. 
And  vv.  590,  sq.  : 

tiV  av  decov  ivSiKWTepoiaiv 
KtuXoiixav  ev\6ycos  en-'  tpyois. 
irarrip  (pvroupySs,  avrSx^'p  dval- 
ytvovs  7raAcud<ppa>i>  /xeyas 
TiKToiv,  rb  irav  fJ.iJXaP  oupios  Zevs. 
in'  apx«s  8'  ovrivos  Qod^wv 
rb  fMi?ou  KpeiffcrSvow  Kparvveiv 
ovrivos  S.vod6(v  7]/j.evov  aefiei  Kara), 
■ndpeari  8'  tpyov  ws  tiros 
<rveii<ra.i  ri  rSiv  fiovXios  (pfpei  <ppr)V. 

1  vv.  227-33,  and  v.  416. 

2  Thus  we  have  (vv.  34,  sq.) : 

%v8a  Se  Xa'ikaiti 

Xei/J.o>voTi>TTCf>,  fipovrfj  crrepoirfj  r3 

6fj.fipo(p6poio~iv  r  ave/nois  aypias 

a\bs  avr^aavres  ohoivro. 

Again,  v.  350  :  XvkoUooktov  £>s  Sd/u.a\iv  a/j.  .rtrpa.s 

oWifidrois,  'lv'  oWkS.  iziavvos  /xe/xvKf 

(ppd^ovaa  fiorripi  /j.6x^ovs. 

And 

hxopov  caddapiv  ZaKpvoy6vov''Apt). 

And  the  wonderful  — 

Aiffcras  aiyi'Auf'  atrpdo-deiKTOS  oUcppuv  Kpe/xas  yvirias  irerpa. 
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§  1 74.  The  Persce  is  profoundly  interesting,  apart  from  literary 
questions,  for  it  is  the  first  approach  to  a  piece  of  contem- 
porary history  among  the  Greeks.  Here  we  have  the  battle 
of  Salamis  described  by  an  eyewitness,  and  the  impressions 
made  on  the  heroes  of  Marathon  recorded  with  a  poet's 
utterance.1  The  problem  of  making  an  ideal  picture  from 
materials  of  the  present  clay  was  more  imperative  for  a  Greek 
than  for  any  modern  poet,  and  it  is  with  no  small  acuteness 
that  Racine  (in  the  preface  to  his  Bajazet)  explains  the  artifice, 
and  applies  it  in  his  own  way.  As  M.  Patin  well  puts  it:  '  il 
de'paysa,  en  quelque  sorte,  son  sujet,  et  lui  donna  cette  per- 
spective fointaine  necessaire  a.  l'illusion  tragique.2  Racine 
thought  that  to  his  audience  the  Turks  were  strange  and  mys- 
terious enough  for  ideal  purposes  just  as  ^Eschylus  had  de- 
vised the  plan  of  laying  his  scene  at  the  Persian  court,  where 
even  living  characters  would  not  strike  the  audience  as  too 
close  to  themselves.  By  this  means  yEschylus  avoids  all  the 
difficulties  which  beset  him,  and  moreover  was  able  to  convey 
certain  moral  lessons  to  his  audience  by  his  picture  of  the 
despotic  society  in  which  Xerxes  lived.  It  has  been  re- 
marked that  though  the  play  teems  with  Persian  names,  not 
a  single  Athenian  is  mentioned  ;  nay,  even  the  celebrated 
Ameinias,  whom  many  commentators  call  the  poet's  brother,  is 
anonymous,  and  his  ship  only  noted  as  a  '  Greek  ship.' 3  Of 
course,  the  mention  of  any  special  name  in  the  Attic  theatre 
would  have  excited  all  manner  of  disturbing  sympathies  and 
antipathies. 

The  general  features  of  the  play  being  borrowed,  as  we  are 
told,  from  the  celebrated  P/icetu'ssce  of  Phrynichus,  it  was  of 
that  archaic  and  simple  structure  which  admitted  almost  no 

1  The  differences  between  ^Eschylus  and  Herodotus,  which  are  less 
than  might  be  expected,  have  often  been  discussed  by  critics.  Cf. 
Elakesley's  Herod,  vol.  ii.  p.  404.  The  introduction  of  modern  subjects 
had  already  been  attempted  by  Phrynichus  (above,  p.  236),  not  only  in 
his  Capture  of  Miletus,  but  in  his  Phcenissm.  It  was  again  attempted  in 
later  days  by  Moschion  and  Philiscus  in  their  Themistocles,  and  probably 
by  others  also.     Cf.   Meineke,  Hist.  Com.  Gmc.  p.  522. 

-  Cf.  Patin,   Tragiques  grecs.  i.  p.  211.  *  v.  409. 
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action,  and  very  little  play  of  various  feeling.  The  chorus  is 
here  also  of  the  first  importance,  and  takes  its  place  as  an  actor 
in  the  play.  It  is  composed  of  elders  left  in  charge  of  Xerxes' 
kingdom  during  his  absence,  who  in  the  opening  scene  express 
their  anxieties  concerning  the  state  of  the  Persian  Empire. 
Atossa,  the  king's  mother,  next  appears  to  tell  her  alarms,  and 
then  a  breathless  messenger  narrates  the  defeat  and  destruction 
of  the  great  host  in  a  very  splendid  narrative.  The  chorus,  in 
despair,  are  advised  by  Atossa  to  help  her  in  calling  up  the  spirit 
of  Darius,  who  is  represented  as  a  great  and  just  ruler,  whose 
prophetic  advice  might  still  save  his  people.  But  he  merely 
foretells,  with  calm  dignity,  the  remaining  defeat  at  Platsea,  and 
gives  no  hope  of  returning  fortune.  After  a  choral  song  in 
praise  of  his  great  conquests,  Xerxes  appears  in  strong  con- 
trast, and  the  play  ends  with  a  long  commos  or  ode  of  lamenta- 
tion for  him  and  the  chorus — a  common  feature  at  the  close 
of  Greek  tragedies,  for  which  we  moderns  feel  little  sympathy. 
The  play  is  not  very  difficult,  and  the  text  in  a  much  better 
condition  than  that  of  most  of  ^Eschylus'  other  plays.  Its  merits 
have  been  generally  underrated,  and  it  seems  to  have  been  left 
for  M.  Patm  to  discover,  with  the  delicate  sense  of  his  nation, 
the  finer  points  missed  by  other  critics.  The  ghost  of  Darius  in 
particular  is  to  be  noted  as,  perhaps,  the  only  character  ghost  in 
the  history  of  tragedy.  He  is  brought  up  mainly  to  enable  the 
poet  to  gather  together  the  various  triumphs  of  the  Greeks, 
which  could  not  be  embraced  in  the  limits  of  the  action.  But 
far  beyond  this  particular  requirement,  yEschylus  has  endowed 
the  vision  of  the  great  monarch  with  a  certain  splendid  calm,  a 
repose  from  the  troubles  of  this  mortal  life,  an  indifference  to 
all  violent  despair,  which  comes  out  strangely  in  his  opening 
words  to  Atossa,  and  in  his  parting  farewell.1  The  con- 
trast with  the  erring,  suffering,  perturbed  spirit  of  Hamlet's 
father  will  strike  every  reader.  As  for  the  other  charac- 
ters of  the  play,  they  merely  exhibit  various  phases  of  grief, 
all  modulated  and  varied  according  to  the  natural  require- 
ments of  the  persons.  The  grief  of  the  messenger  is  patri- 
otic, he  thinks  of  the  losses  of  Persia  only ;    and  yet  there 

1  vv.  706-8,  and  840-2. 
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is  in  him  that  fullness  and  explicitness  of  detail  which  mark 
the  self-importance  of  a  man  of  little  dignity,  when  he  be- 
comes the  bearer  of  weighty,  even  though  lamentable,  news. 
The  grief  of  the  queen  is  personal,  she  has  her  mind  fixed 
on  her  son.  That  of  the  chorus  is  vehement  and  headstrong, 
almost  seditious ;  that  of  Xerxes,  gloomy  and  despairing ;  that 
of  Darius,  as  we  have  said,  is  a  calm  and  divine  melancholy, 
which  cannot  disturb  his  eternal  serenity.  Thus  a  single 
theme  is  varied  through  all  manner  of  tempers.  Though  the 
general  merit  of  the  piece  is  greater  than  that  of  the  Supplices, 
there  are  not  so  many  fine  and  striking  passages.  More  espe- 
cially the  theology  preached  by  Darius  is  by  no  means  so  lofty 
as  that  cited  above  from  the  earlier  play.  The  lines  in  which 
Atossa  describes  the  offerings  of  the  dead  are  very  beautiful, 
and  very  like  in  grace  to  the  writing  of  Sophocles.1 

The  invocation  of  Darius  also  shows  the  use  of  the  refrain, 
which  is  so  effective  in  ^Eschylus,  and  is  not  common  in  the 
other  tragedians.  We  are  told  in  the  didascalia?  that  this  trilogy 
— viz.  the  Phineus,  Perscc,  Glaucus,  with  the  Prometheus  Pyrphoros 
— gained  the  first  prize.  Of  the  other  plays  we  know  hardly 
anything,  save  that  the  Boeotian  campaign,  and  the  Carthaginian 
defeat  in  Sicily,  seem  to  have  been  treated  in  them. 

§  175.  The  Seven  against  Thebes  brings  us  to  a  more  ad- 
vanced stage  of  the  poet's  development.  Though  the  plot 
is  still  simple,  it  is  not  the  chorus,  but  Eteocles  who  opens 
the  play,  and  sustains  the  principal  part.  Moreover,  the  drawing 
of  his  character  is  very  clear  and  sharp,  and  quite  as  striking 
as  the  warlike  characters  of  the  most  developed  tragedies. 
After  his   patriotic   speech,   a  messenger  details,    with  great 

1  vv.  610-18  : 

viKpoicxi  fxeiKiKT^pia, 
/3o6s  r   acp'  ayvrjs  hevuhv  zv-kotov  yd\a, 
rrjs  t   avde/xovpyov  crrdy/na,  Tra/j.(paes  fxeAt, 
Aiffdcriv  vSprjXdis  iraoQivov  in)yr}s  jxira 
a.Kr)par6v  te  /nr]Tpbs  aypias  airo 
yorhv  iraAaixs  o.ij.-keAov  yavos  rdbe  • 
rr)s  r  aiev  iv  <pii\Aoiffi  Qa\\ovcrr)s  laov 
^avdr/s  ihalas  Kapirbs  zvc'Srjs  irdpa, 
&v6r)  re  TrAe/cra,  irapL(p6pov  yaia*  reKva. 
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beauty,  the  sacrifice  and  oath  of  the  seven  hostile  chiefs,  who 
swear  to  meet  death  rather  than  to  turn  back  from  Thebes.1 
The  parodos  of  the  chorus  is  composed  with  great  skill,  the  pre- 
cipitous hurried  rythms  and  apparent  disorder  of  the  structure 
speaking  clearly  the  agitation  of  the  Theban  maidens  at  the 
approach  of  the  enemy.  Eteocles  breaks  in  upon  them,  and 
reproves  them  sharply  for  disturbing  the  town,  and  dispiriting 
the  citizens  with  their  lamentations,  and  prayers  to  the  gods. 
After  a  long  dialogue,  he  exhorts  them  to  raise  a  pgean  to  the 
gods,  and  encourage  the  people.  But  the  chorus,  in  an 
anxious  and  very  beautiful  strain,  still  harp  upon  their  fears, 
upon  the  horrors  of  war,  and  upon  the  miseries  of  captured 
cities.2 

1  He  addj  a  pathetic  touch  : 

fj.vi)ixela  0'  axiTwv  ro7s  Tfnovcnv  is  56/j.ovs 
■Kphs  ap/jL  'ASpdarov  xfP°~^v  eo~Tecpov,  Sdicpv 
\ei0ovres'  o1ktq<>  6"  ouSels  ?\v  Sia  crroua. 


1  vv.  321-62 


olKTphu  yap  7roA.1i'  a>5'  wyvyiav 

'A'tSa  irpo'id\pai,  Sophs  dypav, 

o~ov\iav  xpacpapa  o"7ro5a5 

iyTr'  avSpbs  'A^aiou  6e69ev 

irepdo/xevav  aTifxajs, 

rds  5e  K6X€ipa>,ueVas  &yeo~6ai, 

Of,  i/eas  T6  Kal  iraAaias 

linr7)b'bv  irAoKa/xcov, 

ireptppTiyvv/JLevooi'  (papeccv. 

/80a  5'  iKKevovfxiva  irdKis, 

XaiSos  oA\v/j.evas  fit^oOpdov 

fiapeias  rot  ti>x&s  irpoTapfiai. 

Kkavrhv  5"  apriTpSirois  waoSpdiroov 

von.ifj.oov  irpoTrdpoiOev  SiafieTxpat 

Sai/xaTWf  ffrvyepdv  656v. 

ri ;  rbv  <p9ifj.zvov  yap  irpoXeycv 

f3e\T€pa  TwvSe  irpdcrcreLv. 

TroAAa,  yap,  eiire  irroAis  Safiacrdyi, 

67j,  $vo~tvxv  T6  irpdcrcrei. 

&\\os  5'  a\Aov  dyei, 

(povevei,  ra  5e  Kal  Trvp<pope'i' 

KairvcS  xpaiverai  iroAicrix   airav. 

uaivofxevos  5'  iirtirvu  Aaotidjxas 
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Then  follows  the  celebrated  scene  in  which  the  messenger 
describes  the  appearance  of  each  chief,  while  Eteocles  and 
the  chorus  answer.  The  length  to  which  it  is  expanded 
has  been  criticised  by  Euripides.  The  picture  of  the  sixth, 
the  seer  Amphiaraus,1  is  said  by  Plutarch  to  have  'brought 
down  the  house '  by  its  plain  allusion  to  Aristeides,  then  in 
the  theatre.  When  Polynices  is  described,  last  of  all,  the 
rage  of  Eteocles  bursts  forth  uncontrollably,  and  the  awful 
curse  resting  upon  the  house  of  Laius  urges  him  consciously  to 
meet  his  brother  in  the  field,  in  spite  of  the  deprecating 
entreaties  of  the  chorus.  After  an  ode  on  the  sorrows  of 
CEdipus,  the  news  of  the  Theban  victory  and  the  death  of  the 
brothers  arrives.  Presently  the  bodies  are  brought  in,  fol- 
lowed by  Antigone  and  Ismene,  who  sing  a  commos  over  them, 
consisting  of  doleful  reproaches  and  laments. 

But  in  the  last  seventy  lines  the  poet  blocks  out  the  whole 
subject  of  Sophocles'  Antigone.  The  herald  forbids  the  burial  of 
Polynices,  Antigone  rebels,  and  by  a  curious  device  the  chorus, 
dividing,  take  sides  with  both  Antigone  and  Ismene,  in  upholding 

fiialyccy  'vaiRsiav  JApr]s. 
KopKopvyal  8'  cci/'  acrrv, 
ttotI  tttoMv  5'  opKava  Trvpyairts. 
irpbs  avSpbs  8'  avrjp  Sopl  Kaivercu 
fi\axcd  £'  al/aaTdecrcrai 
raiv  iirifxaariZioiv 
apri  0pe<p£>v  fipefxavTat. 
apirayai  8e  SiaSpo/nav  6iu.aifj.ove~' 
|u,u/3oAe7  (pd-paiv  (ptpovTi, 
Kal  K'vbs  Kevbv  KaAe?, 
^vvvofxov  64\wv  %xiivi 
ovre  /j.e?ov  ovt  'tcrov  XeAifi/nevoi. 
tic'  e/c  Tails'  euca<rcu  \6yos  rrdpa  ; 
TravToSairbs  8e  Ktxpirbs 
XafidSis  Treawv  aAyvvei  Kvpi\aas. 
■KLKpbv  8'  ijixixa.  tuiv  6a\afj.r]Tr6\(t>i' 
iroWa  8'  a.Kpir6(pvpTos 
yas  8oVi9  ovrtSavo'is 
eV  poQiois  <t>opeirai. 
1  w.  592-4. 


258  HISTORY  OF  GREEK  LITERATURE.      CH.  XV. 

and  rejecting  the  decree  of  the  city.1  M.  Patin  notes  that  the 
same  device  has  been  adopted  by  Schiller  in  his  Bride  oj 
Messina,  and  that  such  a  division  was  not  at  all  unnatural  in  a 
Greek  chorus.  Far  from  being  an  ideal  spectator,  '  les  poetes 
grecs  ne  se  piquaient  pas  de  donner  au  choeur,  repre'sent- 
ant  de  la  foule,  des  sentiments  heroiques,  et  il  me  semble 
qu'Eschyle,  dans  cette  peinture  rapide,  a  fort  ingenieusement 
caracterise  les  commodes  apologies  de  la  poltronnerie  politique.' 

Aristophanes,  in  his  Frogs,  makes  ^Eschylus  quote  this  play 
specially  for  its  warlike  tone,  and  for  the  good  effects  it  pro- 
duced upon  the  spirit  of  the  spectators.  It  Avon  the  first  prize 
with  its  trilogy,  consisting  of  the  Laius,  the  CEdipus,  the 
Septem,  and  as  a  satyric  afterpiece,  the  Sphinx.  This  information 
having  been  copied  from  the  M edicean  didascaliae  discovered  in 
1828,  it  is  interesting  to  study  the  earlier  lucubrations  of  the 
Germans  as  to  the  place  of  the  Septem  in  its  trilogy.  Only  one 
of  their  guesses  was  true,  and  that  was  shortly  abandoned  by 
its  author,  Hermann,  for  more  elaborate  hypotheses.  This 
collapse  of  the  learned  combinations  about  the  grouping  of 
Greek  plays  has  decided  me  to  pass  them  by  in  silence,  merely 
giving  the  facts  when  preserved  in  the  Greek  prefaces2  which 
are  acknowledged  trustworthy. 

§  176.  The  Prometheus  Vinctus  brings  us  to  the  perfection 
of  ^schylus'  art,  and  to  a  specimen,  unique  and  unapproach- 
able, of  what  that  wonderful  genius  could  do  in  simple  tragedy, 
that  is  to  say,  in  the  old  plotless,  motionless,  surpriseless 
drama,  made  up  of  speeches  and  nothing  more.  There  is  cer- 
tainly no  other  play  of  yEschylus  which  has  produced  a  greater 
impression  upon  the  world,  and  few  remnants  of  Greek 
literature  are  to  be  compared  with  it  in  its  eternal  freshness 
and  its  eternal  mystery.  We  know  nothing  of  the  plays 
connected  with  it,  save  that  it  was  followed  by  a  Prometheus 
Unbound,  with  a  chorus  of  Titans  condoling  with  the  god, 
who  was  delivered  by  Heracles  from  the  vulture  that  gnawed 
his  vitals,  and  was  reconciled  with  Zeus.     Thus  this  group  may 

1  So  Aristophanes,  in  his  Achamians  (vv.  520,  sq.)  divides  his  chorus, 
half  of  which  is  persuaded  by  Dicreopolis,  while  the  other  half  remains 
obstinate  and  hostile- 
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have  had  a  peaceful  and  happy  termination,  like  the  great 
extant  trilogy;  and  we  can  fancy  that  the  pious  yEschylus, 
when  he  brought  upon  the  stage  conflicts  among  the  gods, 
would  not  allow  his  plays  to  close  in  wrath  and  anguish,  as  he 
did  the  (Edipodean  trilogy  just  discussed.  The  work  before 
us  shows  clear  marks  of  development  above  the  earlier  plays. 
Three  actors  appear  in  the  first  scene,  the  silent  figure  of 
Prometheus  being  evidently  a  lay  figure,  from  behind  which 
the  actor  afterwards  spoke.  The  chorus  is  even  more  re- 
stricted than  in  the  Seven  against  Thebes,  and  occupies  a  posi- 
tion not  more  prominent  than  in  the  average  plays  of  Sophocles 
or  Euripides.  The  dialogue  is  paramount,  and  possesses  a 
terseness  and  power  not  exceeded  by  any  of  the  poet's  later 
work.  As  Eteocles,  the  heroic  warrior,  is  in  the  Seven  the 
central  and  the  only  developed  character,  so  here  Prome- 
theus, the  heroic  sufferer,  sustains  the  whole  play.  In  the  first 
scene  he  is  riven,  with  taunt  and  insult,  to  the  rocks  by  the 
cruel  or  timid  servants  of  Zeus.  Then  he  soliloquises.  Then 
he  discourses  with  the  sympathetic  chorus  of  ocean  nymphs  and 
their  cautious  father.  Then  he  condoles  with  the  frantic  Io,  and 
prophesies  her  future  fates.  Lastly,  he  bids  defiance  to  Zeus, 
through  his  herald  Hermes,  and  disappears  amid  whirlwind  and 
thunder.     Yet  the  interest  and  pathos  of  the  play  never  flag. 

With  a  very  usual  artifice  of  the  poet's,  satirised  by  Aristo- 
phanes, the  chief  actor  is  kept  upon  the  stage  silent  for  some 
time,  during  which  the  expectation  of  the  spectators  must 
have  been  greatly  excited,  even  though  diverted  by  the  ex- 
quisite pathos  of  Hephaestus'  address  to  the  suffering  god. 
The  outburst  of  Prometheus,  as  soon  as  the  insolent  minis- 
ters of  Zeus  have  left  him  manacled,  but  have  freed  him  from 
the  far  more  galling  shackles  of  proud  reserve,  is  among  the 
great  things  in  the  world's  poetry.  The  approach  of  the 
ocean  nymphs  is  picturesquely  conceived  :  indeed  the  whole 
scenery,  laid  in  the  Scythian  deserts  beyond  the  Euxine,  among 
gloomy  cliffs  and  caverns,  with  no  interests  upon  the  scene 
save  those  of  the  gods  and  their  colossal  conflicts,  is  weird  and 
wild  beyond  comparison.  The  choral  odes  are  not  so  fine  as  in 
the  earlier  plays,  but  the  dialogue  and  soliloquies  more  than  com- 
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pensate  for  them.  The  play  is  probably  the  easiest  of  the  extant 
seven,  and  the  text  in  a  good  condition,  though  the  critics  sus- 
pect a  good  many  interpolations  made  by  actors  in  their  stage 
copies. 

§  177.  But  the  external  features  of  this  splendid  play  are 
obscured,  if  possible,  by  the  still  greater  interest  attaching  to  its 
intention,  and  by  the  great  difficulties  of  explaining  the  poet's 
attitude  when  he  brought  it  upon  the  stage.  For  it  represents 
a  conflict  among  the  immortal  gods — a  conflict  carried  out  by 
violence  and  settled  by  force  and  fraud,  not  by  justice.  Zeus 
especially,  his  herald,  and  his  subject  gods,  are  represented  as 
hard  and  fierce  characters,  maintaining  a  ruthless  tyranny  among 
the  immortals;  and  the  suffering  Prometheus  submits  to  centuries 
of  torture  from  motives  of  pure  benevolence  to  the  wretched 
race  of  men,  whom  he  had  civilised  and  instructed  against  the 
will  of  Zeus.  For  this  crime,  and  no  other,  is  he  punished  by 
the  Father  of  the  Gods,  thus  set  forth  as  the  arch  enemy  of  man. 

How  did  the  Athenian  audience,  who  vehemently  attacked 
the  poet  for  divulging  the  Mysteries,  tolerate  such  a  drama  ?  and 
still  more,  how  did  .Flschylus,  a  pious  and  serious  thinker,  venture 
to  bring  such  a  subject  on  the  stage  with  a  moral  purpose  ?  As 
to  the  former  question,  we  know  that  in  all  traditional  religions, 
many  old  things  survive  which  shock  the  moral  sense  of  more 
developed  ages,  and  which  are  yet  tolerated  even  in  public 
services,  being  hallowed  by  age  and  their  better  surroundings. 
So  we  can  imagine  that  any  tragic  poet,  who  adhered  to  the  facts 
of  a  received  myth,  would  be  allowed  to  draw  his  characters  in 
accordance  with  it,  especially  as  these  characters  were  not 
regarded  as  fixed,  but  only  held  good  for  the  single  piece.  In 
the  Middle  Ages  much  license  was  allowed  in  the  mystery  plays, 
but  it  was  condoned  and  connived  at  because  of  the  general 
religiousness  of  the  practice,  and  because  the  main  outlines  of 
biblical  story  were  the  frame  for  these  vagaries.  Thus  a  very 
extreme  distortion  of  their  gods  will  not  offend  many  who 
would  feel  outraged  at  any  open  denial  of  them.  It  is  also  to 
be  remembered  that  despotic  sovereignty  was  the  Greek's  ideal 
of  happiness  for  himself,  and  that  most  nations  have  thought  it 
not  only  reconcileable  with,  but  conformable  to,  the  dignity  of 


CH.  XV.  THE  PROMETHEUS.  261 

the  great  Father  who  rules  the  world.  No  Athenian,  however 
he  sympathised  with  Prometheus,  would  think  of  blaming  Zeus 
for  asserting  his  power  and  crushing  all  resistance  to  his  will. 
I  do  not  therefore  think  it  difficult  to  understand  how  the 
Athenians  not  only  tolerated  but  appreciated  the  play. 

The  question  of  the  poet's  intention  is  far  more  difficult, 
and  will  probably  never  be  satisfactorily  answered.  The  number 
of  interpretations  put  upon  the  myth  by  commentators  is  as- 
tonishing, and  yet  it  is  possible  that  the  poet  had  none  of  them 
consciously  before  his  mind's  eye.  They  have  been  well 
summed  up  by  Patin l  under  six  heads.  There  are  first  the 
historical  theories,  such  as  that  of  Diodorus  Siculus,  a  scholiast 
of  Apollonius  Rhodius,  and  others,  that  make  Prometheus  a 
ruler  of  Egypt  or  of  Scythia,  who  suffered  in  his  struggles  ta 
reclaim  his  country  and  its  people.  Secondly,  the  philo- 
sophical, which  hold  it  to  be  the  image  of  the  struggles  and 
trials  of  humanity  against  natural  obstacles.  This  seems  the 
view  of  Welcker,  and  is  certainly  that  of  M.  Guignaut.  Thirdly, 
the  moral,  which  place  the  struggle  within  the  breast  of  the 
individual,  and  against  his  passions,  as  was  done  by  Bacon,  by 
Calderon,  and  also  by  Schlegel,  as  well  as  by  several  oldei 
French  critics.  Fourthly,  the  Christian,  much  favoured  by 
Catholic  divines  in  France,  supported  by  Jos.  de  Maistre, 
Edgar  Quinet,  Ch.  Maquin,  and  others,  who  see  in  the  story 
either  the  redemption  of  man,  the  fall  of  Satan,  or  the  fall  oi 
man,  dimly  echoed  by  some  tradition  from  the  sacred  Scriptures. 
Garbiiius,  a  Basle  editor  of  the  Prometheus  in  1559,  seems 
to  have  led  the  way  in  this  direction.  But  as  Lord  Lytton 
justly  observes,  '  whatever  theological  system  it  shadows  forth 
was  rather  the  gigantic  conception  of  the  poet  himself  than  the 
imperfect  revival  of  any  forgotten  creed,  or  the  poetical  dis- 
guise of  any  existing  philosophy.'  Yet  there  is  certainly  some- 
thing of  disbelief  or  defiance  of  the  creed  of  the  populace. 
Fifthly,  the  scientific,  which  regard  it  as  a  mere  personification 
of  astronomical  facts,  as  is  the  fashion  with  comparative 
mythologies.  Similar  attempts  seem  to  have  been  made  of  old 
by  the  alchemists.     Sixthly,  there  is  the  political  interpretation 

1  Etudes,  i.  p.  254.      I  have  added  Mr.  Lloyd's,  from  his  Age  of  Pericles. 
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of  Mr,  Watkiss  Lloyd,  who  thinks  the  genius  of  Themistocles 
and  the  ingratitude  of  Athens  were  the  real  object  of  the  poet's 
teaching,  though  disguised  in  a  myth.1  There  is  lastly  to  be 
noticed  an  unique  theory,  which  may  be  called  the  romantic, 
propounded  by  Desmaretz  in  164S,  when  he  published  a 
rationalistic  imitation  of  Euemerus,  entitled  La  Verite  des 
fables  ou  Fhistoire  des  dieitx  de  Tantiquite,  He  explains  how 
Prometheus  betrays  his  sovereign,  Jupiter,  for  the  love  of  his 
mistress  Pandora,  a  lady  as  exacting  as  any  princess  of  chi- 
valry. He  retires  in  despair  to  the  wastes  of  the  Caucasus, 
where  remorse  daily  gnaws  his  heart,  and  he  suffers  agonies 
more  dreadful  than  if  an  eagle  were  continually  devouring  his 
entrails.  Prometheus  at  the  French  court  of  the  seventeenth 
century  was  sure  to  cut  a  strange  figure. 

There  can  be  no  doubt  that  an  acquaintance  with  the 
Orphic  and  Eleusinian  mysteries  told  upon  ^'Eschylus'  theology,  i 
and  made  him  regard  the  conflicts  and  sufferings  of  gods  as 
part  of  their  revelation  to  men,  and  we  can  imagine  him 
accepting  even  the  harshest  and  most  uncivilised  myths  as  part 
of  the  established  faith,  and  therefore  in  some  way  to  be 
harmonised  with  the  highest  morals.  Yet  it  seems  very  strange 
that  he  should  represent  Zeus  as  a  tyrant,  and  Prometheus — a 
god  not  by  any  means  of  importance  in  public  worship — a 
noble  sufferer,  punished  for  his  humanity.  Still  worse,  Zeus  is 
represented  as  the  enemy  of  men,  and  completely  estranged 
from  any  interest  in  their  welfare.  I  do  not  know  how  these 
things  are  to  be  explained  in  such  a  man  as  ^Eschylus.  and 
cannot  say  which  of  the  more  reasonable-  theories  is  to  be 
preferred.  This  seems  certain,  that  the  iron  power  of  Destiny  1 
was  an  extremely  prominent  idea  in  his  mind,  and  that  no 
more  wonderful  illustration  could  be  found  than  this  story,  in 
which  even  the  Ruler  of  the  Gods  was  subject  to  it,  and  thus  at 
the  mercy  of  his  vanquished  but  prophetic  foe. 

§  178.  The  history  of  opinion  about  the  Prometheus  is  some- 
what curious.    The  great  French  critics  of  the  seventeenth  cen- 
tury could  not  comprehend  it,  and  Voltaire,  Fontenelle,  and  la 
Harpe  were  agreed  that  it  was  simply  a  monstrous  play,  and  the 
1  Cf.  Bernhardy's  Comm.  on  most  of  these  theories,  LG.  iii.  p.  272,  sq. 
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work  of  an  uncultivated  boor  with  some  sparks  of  genius.     The 
colossal  conceptions  of  the  great  Greek,  and  the  gigantic  words 
with  which  he  strove  to  compass  his  thought,  were  essentially 
foreign  to  the  rigid  form   and    smooth  polish   of  the  French 
tragedians.       Of    late    years    all    this    feeling   has   changed. 
Lemercier,  Andrieux,  and  Edgar  Quinet1  have   adopted  the 
tone  of  Schlegel  and  Goethe,  and  everybody  is  now  agreed  as  to 
the  merit  of  the  play.     I  would  they  were  equally  persuaded 
of  the  impossibility  of  imitating  it.     There  are  allusions  to  two 
translations  or  adaptations  by  the  Romans,  attributed  to  Attius, 
Varro,  or  Maecenas.      Cicero  seems  to  have  been  particularly 
attracted    by  it.       In    modern    days    Calderon's   Estahtta   dc 
Prometheo  is  said  to  be  a  moral  allegory  on  the  conflicts  in 
human  nature.     Milton's  Satan  is  full  of  recollections  of  Pro- 
metheus, and  even  the  Samson  Agonistes,  though  rather  built 
on  an  Euripidean  model,  has  many  like  traits.     Byron  tells  us 
that  this  was  his  great  model  for  all  the  rebellious  heroes  who 
conflict  with   the  course  of  Providence.     Shelley  so  loved  to 
depict  the  struggle  with  a  tyrannous  deity  that  he  reconstructed 
for  us  the  Prometheus  Unbound  on  his  own  model.    Put  as  Lord 
Lytton    observes,    ^Eschylus'    power    lies    in    concentration, 
whereas  the  quality  of  Shelley  is  diffuseness.     Keats'  Hyperion 
shows  the  impress  of  the   same  original.     Goethe  attempted, 
but  never  finished  a  Prometheus.     Apart  from  the  unworth) 
portraits  in  the  Pandora  of  Voltaire  and   the  Prometheus  01 
Lefranc  de  Pompignan,   E.  Quinet  has  symbolised  the  fall  of 
paganism  and  rise  of  Christianity  in  his  drama  (Paris,  1838), 
and  several  later  French  poets,  MM.  Lodin  de  Lalaire,  V.  de 
Laprade,  and  Senneville,  have  touched  the  subject— the  latter 
in  a  tragedy  on  Prometheus  Delivered (1844).       Thus  we  have 
before  us  in  this  play  of  ^Eschylus  one  of  the  greatest   and 
most  lasting  creations  in  human  art,  a  model  to  succeeding 
ages,    and  commanding   their   homage.       But   no  modern  in- 

1  I  am  surprised  to  find  in  Villemain  {Litt.  du  xviii'"e  siech;  iii.  299) 
the  expression  :  '  piece  monstrueuse,  ou  Ton  voit  arriver  1'Ocean  qui  vole, 
porte  sur  im  animal  aile,  et  d'autres  folies  poetiques  de  l'imagination 
grecque.'  This  is  a  curious  sentence  for  so  enlightened  and  elegant  a 
critic. 
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terpreter  has  ever  equalled  the  mighty  original.  As  M.  Patin 
says,  it  is  owing  to  the  unequal  satisfaction  provided  for  two 
very  diverse  requirements — a  combination  of  great  poetic 
clearness  with  a  religious  and  philosophic  twilight — that  the 
work  of  ^Eschylus  preserves  its  immortal  freshness.  There 
are  German  translations  by  Hartung  and  F.  Jacobs.  All  earlier 
English  versions  may  be  forgotten  in  the  presence  of  that  of 
Mrs.  Browning. 

§  179.  We  now  arrive  at  the  Oresteia,  the  three  plays  on  the 
fortunes  of  the  house  of  Atreus,  which  were  ^Eschylus'  last  and 
greatest  work.  These  plays,  the  Agamemnon,  Choephori,  and 
Eummides,  are  the  only  extant  specimen  of  a  trilogy,  and 
are  inestimable  in  showing  us  the  way  in  which  the  older  tragic  | 
poets  combined  three  plays  on  a  single  subject.  But  unfor- 
tunately our  single  specimen  is  quite  insufficient  to  afford  us 
materials  for  an  established  theory. 

The  fust  of  the  series,  the  Agamemnon,  is  the  longest  and 
the  greatest  play  left  us  by  ^Eschylus,  and,  in  my  opinion,  the 
greatest  of  the  Greek  tragedies  we  know.     There  is  still  1104 
complication  in  the  plot ;  the  scenes  follow  one  another  in 
simple  and  natural  order ;   but   the  splendid  and   consistent  1 
drawing  of  the  characters,  the  deep  philosophy  of  the  choral  / 
songs,  and  the  general  grandeur  and  gloom  which  pervade  the  / 
whole  piece,  raise  it  above  all  that  his  successors  were  able  to 
achieve.    The  central  point  of  interest  is  the  matchless  scene  be- 
tween Cassandra  and  the  chorus — a  scene  which  drew  even  from  * 
the  writer  of  the  dry  didascaliee  an  expression  of  the  universal  ad- 
miration it  produced.      The  play  opens  with  a  night  view  of 
the  palace  at  Argos,  from  the  roof  of  which  a  watchman,  in  a 
most  picturesque  prologue  of  a  homely  type,  details  the  long 
weariness  of  his  watch,  and  betrays  in  vague  hints  the  secret 
sores  that  fester  within  the  house.     But  his  soliloquy  is  broken 
by   a  shout  at  the  sudden  flashing  out  of  the  long-expected 
beacon-light  that  heralded  the  fall  of  Troy.     Then  follows  a 
Ions  and  difficult  chorus  which   reviews  all  the  course  of  the 
Trojan  war,  the  omen  of  the  eagles,  the  prophecies  of  Calchas, 
and  the  sacrifice  of  iphigeneia.     The  hymn  marches  on  in  its 
course,  each  member  closing  with  the  solemn  refrain  aiXtvov 
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a'Ckivov  eiTri,  to  c'  ev  vikcltw.  The  moral  views  of  God  and  of 
his  Providence  are  very  pure  and  great,  and  remind  us  of  the 
passages  above  quoted  from  the  Supplices} 

It  is  not  necessary  to  follow  step  by  step  the  plot  of  a  play 
so  easily  read  in  good  translations.  The  character  of  Cly- 
temnestra  is  boldly  and  finely  drawn.  She  is  evidently  the 
master  spirit  of  the  palace,  and  seems  stronger,  not  only 
than  yEgisthus,  but  than  Agamemnon,  who  does  not  awake 
in  us  much  interest.  Cassasdra  is  of  course  a  character  of 
situation,  but  is  remarkable  as  the  pure  creation  of  the  poet, 
and  not  suggested  by  the  old  forms  of  the  myth.  Her  pro- 
phetic frenzy,  her  attempts  to  speak  plainly  to  the  sympathetic 
chorus,  her  ultimate  clearness,  and  noble  despair  as  she 
casts  away  the  fillets  of  the  god  and  enters  the  house  of 
her  doom — all  combine  to  form  a  scene  without  parallel  in  the 
Greek  drama,  and  which  has  never  been  approached  by  the 
highest  effort  of  either  Sophocles  or  Euripides.  But  the  play 
not  only  stands  out  alone  for  dramatic  greatness ;  it  abounds 
everywhere  in  picturesqueness — in  picturesqueness  of  descrip- 

1  Zeus,  offris  7tot'  ecrnV,  ei  r6b"  av- 
rw  <pl\ov  KeK\r]/j.4vcf>, 
tovto  viv  Trpoffevveiraj. 
ovk  %xw  Tpoa^iKcLcrai, 
ttcivt'  iirarTa9[xtifj.evos, 

ttX^v  Aid's,  el  rb  /xdrav  airu  (ppoi/TtSos  ayjoos 
Xph  PaXeTv  iT-qrvfxuis, 
ouS'  ocrris  TTa.poi.Qiv  -fjv  fj.iyas, 
Tra/.ifj.dx<f>  Qpdaei  fipvwv, 
ovStv  ai>  Xe^at  irp\v  &v, 
hs  8'  !Ven-'  t(pv,  rpia- 

KTYjpOS   OiX6TaI  TVXU>". 

Xr\va  5e  tis  Trpo<pp6vws  eiriv'iKia  KXdfav 
Teu£eTcu  (ppevuiv  to  tto.v  ' 
rbv  (ppoveiv  fipoTovs  68<£- 
cravTa,  rbv  Trddsi  fxdQos 

dtVTO.  KVp'lWS   iX€lv- 

ffrd.£ei  5'  %v  0'  v-nvif  irpb  KupZias 
fj.vrjo~nn']/j.a>v  tiwos-   Kal  Trap'  &- 
KOVTas  i)Xde  aciHppovuv. 
Saifj.Si'wi'  54  ttov  x<*P's, 
fitalus  (jeXjxa  arefiybv  i]fj.ivoiy. 
VOL.  I. — 12 
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tion,  as  in  the  speeches  of  the  watchman  and  the  herald 
Talthybius;  in  picturesqueness  of  lyric  utterance,  as  in  the 
famous  chorus  on  the  flight  of  Helen,  and  the  anguish  of  the 
deserted  Menelaus.1  Most  striking  also  is  the  picture  of  the 
treacherous  beauty  under  the  image  of  a  lion's  whelp,  brought 
up  and  petted  in  the  house,  and  suddenly  turning  to  its  native 
fierceness.2 

1  &yov<rd  t'  avr'^pepvop  'l\'ia>  <p9opdv, 

PefiaKev  pi/j.(pa  Sta  irvXav, 
otAtjtci  rkacra  ■  iroWa  5'  earevov 
t65'  ivveirovres  56/jui>v  irpocpriTai ' 
ii>  Ion  5aj/ua  8w/u.a  Kal  irp6fj.ot, 
j'ai  Aexos  Kal  (Tt'i^oi  (ptAavopes 
irdpeaTL  aiyacr\  Uti/xos,  a\olSopos, 
abicrros  acpepitvow  ISuv. 
TrSdai  8'  vTrepTTovrias 
(pdrr/u.a  8y|e(  86/j.oov  avdaaziv. 
evfxdprpaiv  8e  KoXocrcrGiv 
eX^erai  x°-Pls  ^fSpl. 

bnndrwv  S'  iv  axviais  zppet  ttuct'  'AcppoSha. 
ovetp6<pavT0i  8e  ireyOri/JLoves 
iraptiaiv  SoKcd  (pepovcrai  x°-Piv  naraiav. 
-udrav  yap  eir'  av  ead\d  tis  Zokwv  bpav, 
irapaWd^aaa  Sia.  xep&v> 
fitjSaKev  u\pis  ov  /j.edv(TTepov 
irrepo7s  diraSoTs  virvov  K(Aev8ois. 
to  (xtv  kcct'  olkovs  e<£'  kcrTia.s  &XV 
rd8'  iarl  Kal  toS^S'  inrepPaiiArepa. 
rb  irav  S'  a$>'  'EAAaJfos  aXas  avvopfxivois 
irevdeia  TAr/criKapSios 
S6fxoov  iKdffrov  wp4irei. 
7roAAa  yovv  Qiyydvei  irpbs  ^jirap' 
ovs  /uev  yap  rts  fTre/x^eu 
olSev  •    avrl  5e  (pooroov 

revxv  Kal  airoSbs  els  e/ca<rTou  Sifxovs  cKpiKvetraiv 
6  xpvera/xoi^bs  5'  'ApTjs  aroijxaTwv 
Kal  raXavTOvxos  iv  /J-dxy  Sopbs 
ivvpooQiv  «|  'IAiou 

<pi\Ol(Tl   7T€MT€1    ffapV 

yprjy/Aa  SuaSctKpvTOV  aj/- 
Ti]vopos  crwobov  ye/j.1- 
fav  Ae'/3rjTa$  evOiTOV. 
z  vv.  735,  sq. 
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There  is  one  passage  which  has  excited  much  criticism  con- 
cerning the  chorus.  When  the  voice  of  Agamemnon  is  heard 
within,  crying  that  he  is  fatally  wounded,  there  seems  to  be  a 
regular  deliberation  of  the  chorus,  each  member  offering  his 
opinion,  and  summed  up  by  the  leader  at  the  end  of  twenty- 
five  lines.  This  delay  seems  very  absurd,  except  we  have*  re- 
course to  the  natural  solution,  that  the  various  members  of  the, 
chorus  were  made  to  speak  simultaneously,  so  producing  a  con- 
fused sound  of  agitated  voices,  which  is  precisely  what  is  most 
dramatic  at  such  a  moment.  It  is  well  known  to  actors  now 
that  this  confused  talking  of  a  crowd  is  only  to  be  produced 
by  making  each  person  on  the  stage  say  something  definite 
at  the  same  moment ;  and  I  believe  iEschylus  to  have  here 
used  this  expedient.  Why  has  this  natural  explanation  oc- 
curred to  no  critic?  It  is  remarkable  how  the  chorus,  who 
even  after  the  murder  treat  Clytemnestra  with  respect,  and 
only  bewail  before  her  their  lost  king  in  bitter  grief,  start  up 
into  ungovernable  rage  when  the  craven  ^Egisthus  appears  to 
boast  of  his  success.  They  will  not  endure  from  him  one  word 
of  direction  ;  and  so  the  play  ends  with  the  entreaty  of  the  over- 
wrought queen  to  avoid  further  violence  on  this  awful  day. 

The  Agamemnon  suggested  the  subject  of  plays  to  Sophocles 
and  to  Ion  among  the  Greeks,  and  gave  rise  to  various  imita- 
tions among  the  early  Roman  tragedians,  as  well  as  by  Seneca. 
In  modern  days,  after  a  series  of  obscure  attempts  among  the 
French  of  the  sixteenth  and  seventeenth  centuries,  it  was  imitated 
(in  1738)  by  Thompson,  in  a  play  which  was  translated  and 
produced  with  success  in  France.  It  was  also  imitated  by 
Alfieri  (1783),  and  then  in  1796  by  Lemercier  in  a  somewhat 
famous  version.  But  all  these  modern  Agamemnons  differ 
from  that  of  iEschylus  in  introducing  the  two  main  innova- 
tions of  modern  tragedy — an  interesting  plot  or  intrigue,  and  a  | 
careful  and  conscious  painting  of  human  passions.  The  great 
original  appeals  to  far  loftier  interests.  Thus  Alfieri  alto- 
gether disregards  and  omits  the  splendid  part  of  Cassandra, 
both  from  his  extreme  love  of  simplicity,  and  in  order  that  he  may 
find  room  for  painting  what  /Eschylus  assumes  as  long  since 
determined — the  struggle  in  Clytemnestra's  mind  between 
passion,  duty,  vengeance,  and  honour.    This  development  of  the 
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mental  conflicts  in  Clytemnestra  is  reproduced  by  Lemercier, 
who  has,  however,  not  made  the  error  of  omitting  Cassandra, 
But  the  Clytemnestra  of  yEschylus  has  been  for  years  tutored  by 
her  criminal  passion.  Her  struggles  with  duty  have  long  ceased, 
and  her  resolve  is  fixed.  This  is  no  mistake  is  psychology, 
no  passive  adherence  (as  M.  Villemain  thinks)  to  the  received 
legend,  but  a  well-known  mental  state  in  a  degraded  woman. 

Among  English  translations  I  may  specially  notice  the  ele- 
gant but  not  accurate  one  of  the  late  Dean  Milman,  in  a  volume 
already  often  cited  on  the  lyric  poets.  Mr.  Fitzgerald,  the  well- 
known  translator  of  Omar  Khayyam,  has  given  us  a  fine,  but 
free  and  modified  version  of  the  play  in  his  '  Agamemnon,  a 
tragedy  taken  from  the  Greek,'  most  of  which,  and  the  best  parts 
of  which,  are  literal  translations.  There  is  also  that  of  Pro- 
fessor Conington,  and  of  Miss  Swanwick,  which  latter  has  been 
published  in  a  magnificent  edition  with  Flaxman's  illustrations. 
Lastly,  Mr.  Robert  Browning  has  given  us  an  over-faithful 
version  from  his  matchless  hand — matchless,  I  conceive,  in 
conveying  the  deeper  spirit  of  the  Greek  poets.  But  in  this 
instance  he  has  outdone  his  original  in  ruggedness,  owing  to 
his  excess  of  conscience  as  a  translator. 

§  1 80.  The  C/wefihori,  so  called  from  the  chorus  carrying 
vessels  with  formal  offerings  for  Agamemnon,  which  follows,  is 
unfortunately  very  corrupt,  and  even  mutilated  at  its  opening  in 
our  MSS.  This,  as  well  as  the  intrinsic  sombreness  and  gloomy 
vagueness  of  the  play,  makes  it  probably  the  most  difficult  of 
our  tragedies  in  its  detail.  But  the  main  outline  is  very- 
simple  and  massive.  The  scene  discloses  the  royal  portal,  and 
close  to  it  the  tomb  of  Agamemnon.  The  proximity  of  the 
tomb  to  the  palace  seems  merely  determined  by  stage  reasons, 
and  does  not  rest  in  any  sense  upon  a  tradition  that  Aga- 
memnon was  buried  in  his  citadel,  as  might  be  inferred  from 
Dr.  Schliemann's  conjectures.  Indeed,  the  whole  tradition  of 
Agamemnon's  being  buried  at  Mycenoe  seems  unknown  to 
/Eschylus,  who  ignores  Diomede,  and  makes  the  seat  of  the 
great  empire  of  the  Atreidre  at  Argos. 

Orestes  '  in  the  opening  scene  declares  his  return  to  Argos  to 

1  In  a  passage  criticised  for  its  redundant  language  by  Aristophanes  in 
the  Frogs, 


ch.  xv.  THE  CHOEPHORI.  269 

avenge  the  murder  of  his  father,  but  he  and  Pylades  stand  aside 
when  the  chorus  of  female  domestics  (probably  Trojans)  come 
out  in  solemn  procession  to  offer  libations  to  the  dead.  Here 
Orestes  sees  and  recognises  Electra,  who  discusses  with  the 
chorus  how  she  is  to  perform  the  commands  of  Clytemnestra, 
lately  terrified  by  an  ominous  dream.  They  then  find  the  lock  of 
hair  offered  at  the  tomb  by  Orestes,  and  his  foot-tracks,  by  which 
Electra  is  at  once  convinced  of  his  return.  It  is  evident  that 
^Eschylus  laid  no  stress  on  the  recognition  scene,  and  that  any 
marks  sufficed  for  his  purpose.  But  he  has  naturally  not 
escaped  the  censure  of  Euripides,  who  ridicules  this  scene 
in  the  parallel  passage  of  his  Electra.  When  Orestes  discovers 
himself,  there  follows  a  splendid  dialogue  and  chorus,  I  had 
almost  said  duet  and  chorus,  in  which  the  children  of  Agamem- 
non and  their  friends  pray  for  help  and  favour  in  their  vengeance. 
This  scene  occupies  a  large  part  of  the  play.  At  its  close 
Orestes  tells  his  plan  of  coming  as  a  Phocian  stranger  and  an- 
nouncing his  own  death,  so  as  to  disarm  suspicion,  and  thus 
obtaining  access  to  the  palace.  Here  we  see  the  first  dawning 
of  a //<?/,  or  of  that  complex  tragedy  which  soon  supplanted  the 
simpler  form.  The  chorus,  who  in  this  play  are  strictly  not  only 
the  confidants  but  accomplices  of  the  royal  children,  aid  in  the 
deception,  and  when  Orestes  has  been  invited  within  by  Clytem- 
nestra, persuade  the  nurse,  who  is  sent  for  yEgisthus,  to  disobey 
her  instructions,  and  desire  him  to  come  alone.  This  character 
(Kilissa),  with  her  homely  lament  over  Orestes,  and  her  memories 
of  the  vulgar  troubles  of  the  nursery,  gives  great  relief  to  the 
uniform  gloom  of  the  play,  and,  in  her  coarsely  expressed 
real  grief,  contrasts  well  with  the  stately  but  affected  lamentation 
of  the  queen.1  After  ^Egisthus  has  passed  in,  and  his  death- 
cry  has  been  heard,  comes  the  magnificent  scene  in  which.  Cly- 
temnestra, suddenly  acquainted  with  the  disaster,  calls  for  her 
double-axe,  but  is  instantly  confronted  by  her  son,  and  sees  her- 
self doomed  to  die.  There  is  here  not  an  idle  word,  not  a 
touch  of  surprise  or  inquiry.     She  sees  and  recognises  all  in  a 

1  Sophocles  seems  to  have  produced  a  similar  character  in  his  ATiobe, 
cf.  fr.  400  ;  and  this  nurse  was  translated  into  marble  in  the  famous  Niobe 
group,  of  which  we  see  a  Roman  copy  at  Florence. 
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moment.  An  instant  of  weakness,  the  protest  of  Pylades.  a 
short,  hurried  dialogue  between  mother  and  son,  and  she  is 
brought  in  to  be  slain  beside  her  paramour.  The  scene  is  then 
rolled  back,  and  shows  Orestes  standing  over  the  dead,  but 
already  stricken  in  conscience,  and  terrified  at  the  dread  Furies 
with  which  his  mother  had  threatened  him.  With  his  flight  the 
play  concludes. 

So  great  a  subject  could  not  but  find  imitators.  Yet 
Sophocles  and  Euripides  took  quite  a  different  course,  as  the 
very  title  of  their  plays  indicates.  Their  Eledras  bring  into 
the  foreground  the  sorrows  and  hopes  of  the  princess,  who 
was  doomed  by  her  unnatural  mother  to  long  servitude  and 
disgrace,  and  was  sick  at  heart  with  hope  deferred  of  her 
brother's  return.  Her  despair  at  the  announcement  of  his  death, 
the  ill- disguised  mental  relief  of  Clytcmnestra,  the  sudden  return 
of  Electra's  hope,  the  recognition  of  Orestes — these  have  afforded 
to  Sophocles  one  of  his  most  splendid,  and  to  Euripides  a 
very  affecting  tragedy.  But  a  far  more  interesting  analogy  is 
suggested  by  the  unconscious  parallel  of  Shakspeare,  whose 
Hamlet,  dealing  with  the  very  same  moral  problem,  gathers  into 
one  the  parts  of  Electra  and  of  Orestes,  and  represents  not  only 
the  vengeance  of  the  murdered  king's  son,  but  the  long  mental 
doubts  and  conflicts  of  the  avenger,  living  in  the  palace,  and 
within  sight  of  his  adulterous  mother  and  her  paramour. 
Shakespeare  has  made  the  queen-mother  a  weaker,  and  far  less 
guilty  character,  and  therefore  has  consistently  recoiled  from  the 
dreadful  crisis  of  matricide.1  With  him  the  uncertainty  of  evi- 
dence, in  Hamlet,  takes  the  place  of  the  uncertainty  of  hope,  in 
Electra,  whether  her  brother  would  indeed  return.  Instead 
of  the  oracles  that  urge  Orestes,  and  the  ever-present  tomb 
of  Agamemnon,  he  employs  the  apparition  of  the  king  in  per- 
son. These,  and  other  kindred  features,  make  Hamlet  a  very 
curious  and  instructive  parallel  to  the  CJioephori,  the  more 
curious  because  accidental.  But,  like  all  moderns  (even  in- 
cluding the  later  Greeks),  Shakespeare  has  turned  from  the  dis- 
cussion of  great  world-problems  to  personal  and  psychological 

1  There  is  also,  of  course,  the  influence  of  Christianity  in  its  repugnance 
to  bloodshed,  a  repugnance  which  the  Greek  poet  would  not  feel. 
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interests,  and  therefore  bis  magnificent  play  wants  the  colossal 
grandeur  and  the  mystic  gloom  of  the  less  developed,  less 
elaborated,  but  greater  conception  of  y£schylus. 

§  i Si.  The  Eumenides  forms  a  fitting  conclusion  to  the 
trilogy.  It  is  a  play  remarkable  for  many  curious  features.  First, 
we  may  notice  the  quick  changes  of  scene,  which  violate  the 
ordinary  niceties  of  time  and  place.  We  have  the  rocky  fane 
at  Delphi,  and  its  surroundings,  in  the  opening  scene,  then  the 
inside  of  the  temple,  with  the  sleeping  Furies  camped  about  the 
suppliant;  then  again  the  Acropolis  of  Athens,  and  then, 
apparently,  the  neighbouring  Areopagus.  The  extraordinary 
character  of  the  chorus  is  also  to  be  noted.  They  are  not  only 
the  chief  actors  in  the  play,  but  in  hostility  to  the  other  players 
and  representing  a  separate  principle.  Their  terrible  ap- 
pearance, their  awful  attributes,  and  the  dread  incantations 
whereby  they  seek  to  charm  their  victim,  so  impressed  the 
ancients,  that  all  manner  of  anecdotes  are  current  as  to  the 
effect  they  produced.  The  refrain  of  their  song  is  very 
striking.1 

1   iirl  Se  T<£  TtQvfiivui 
ro5e  (UeAos,  TrapaKOira, 
irapa<popa  cpptvoSaA^s, 
vfivos  e|  'Epivvwv, 
SeVuios  (ppevcov,  a<p&p- 
fxiKTOs,  avova  PporoTs. 

tovto  yap  Aa^os  Stavra'ta 

po'ip'  tTrdnAooaev  €/xire'5ais  f^fi)/, 

dvarwv  toTctiv  avrovpylat  ^v/j.Treacocni'  fxaraioi, 

to?s  6/jLapTtTv,  u<pp'  av  yav  (nre\6ij-      Oavui/  5' 

ovk  ayav  tAevdepos. 

iirl  St  To!  Tedv/xivtfi 
r65e  /neKos,  TrapaKoird, 
rrapatpopa.  <ppevob~aAr]?, 
vfj.vos  e|  lE.pifvwv, 
Secr/iiios  (ppevccv,  arpSp- 
/j.iktos,  avova  PporoTs. 

yiyvofiivaiuL  Aaxv  Ta5'  e<j>'  a;x\v  iKpavQr)' 
adavarav  8'  o.tt^\(lv  ^4 pas,  ovSe  tis  eVrl 

CVvSaiTOlp  fl£TaKOlVOS. 

iraWevKoov  8e  tt^ttAoov 
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The  whole  play,  though  revolving  round  Orestes'  deed, 
and  though  calling  in  at  its  close  a  jury  of  Athenian  citizens, 
is,  like  the  Prometheus,  a  conflict  of  gods  and  of  great  world 
principles,  in  which  mortals  seem  hardly  worthy  to  take  part. 
Yet  the  play  also  gives  us  the  first  specimen  of  that  love  of 
trial  scenes  which  runs  through  all  the  later  drama.  The 
Athenians  were,  as  we  know,  peculiarly  addicted  to  this  duty, 
and  became,  indeed,  a  whole  nation  of  jurymen.  But  in 
the  present  case  yEschylus  was  promoting  another  object,  and 
one  which,  in  the  hands  of  a  lesser  genius,  might  have  spoilt 
his  artistic  work.  He  wished  to  show  the  august  origin  and 
solemn  purpose  of  the  Court  of  the  Areopagus,  which  was  at 
that  very  time  being  attacked  by  Ephialtes  and  Pericles.  It 
should  also  be  observed  that  this  trilogy,  unlike  that  on  CEdipus, 
ends  with  a  peaceful  result,  and  with  the  solemn  settlement  of 
the  Furies,  under  the  title  of  Eumenides,  in  their  sacred  retreat 
beneath  the  rock  of  the  Areopagus.  The  weary  curse  which 
had  persecuted  the  house  of  Atreus  thus  becomes  exhausted,  and 
Orestes  returns  purified  and  justified  to  his  ancestral  kingdom. 

Though  it  is  deeply  to  be  regretted  that  no  other  speci- 
men of  a  trilogy  has  survived,  it  is  more  than  probable 
that  never  again  was  such  perfection  attained,  either  in  indi- 
vidual plays  or  in  their  artistic  combination.  We  have  the  last 
and  greatest  outcome  of  yEschylus'  genius,  and  Sophocles  had 
already  set  the  example  of  contending  with  separate  plays.  It 
is,  I  confess,  somewhat  shocking  to  think  that  a  satyric  drama, 
the  Proteus,  was  performed  after  this  complete  and  satisfying 
series.  From  the  stray  fragments  of  our  poet's  satyric  muse 
which  remain  (especially  from  the  oa-oXoyoi),  we  know  that  a 
good  deal  of  coarse  jesting  was  permitted  and  beast  nature  in- 
troduced in  these  merry  afterludes  ;  and  we  cannot  but  fancy 

afioipos,  &K\ripos  irvx^v. 
S(tifxd.Tav  yap  ei\6,aav 
avarpoiras,  orav  "Apys 
Ttdaabs  tiv  <pi\ov  eAp. 
£ir\  rov,  Si,  SiSuevai 
Kparepbv  uvff,  duoiais 
fic.vpovfj.ev  urp'  aifioTos  veov. 
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that  the  great  effect  of  the  trilogy  must  have  been  consider- 
ably effaced  by  such  an  appendix. 

§  182.  The  fragments  of  ^Eschylus,  though  many,  are  not 
interesting  dramatically,  as  they  seldom  give  us  an  insight  into 
the  structure  of  a  lost  piece,  or  even  poetically,  for  he  was  not  a 
poet  who  strewed  his  canvas  with  lyric  flowers  or  sententious 
aphorisms,  like  his  successors.  He  was  essentially  a  tragedian, 
and  every  word  in  his  play  was  meant  for  its  purpose,  and  for  its, 
purpose  only.  He  consequently  afforded  little  scope  for  col- 
lectors of  beautiful  lines  of  general  application.  On  mythical 
questions  he  is  often  quoted,  and  is  a  most  important  autho- 
rity ;  likewise  on  geographical  questions,  for  which  he  had  a 
special  fancy,  as  appears  very  plainly  from  his  extant  plays.  He 
lived  at  the  very  time  when  the  Milesian  school  of  Hecatseus 
had  stimulated  a  taste  for  these  studies,  and  when  the  Greeks 
were  beginning  to  interest  themselves  about  foreign  lands.  The 
play  which  seems  to  me  our  greatest  loss  is  the  Myrmidons,  in 
which  the  subject  was  the  death  of  Patroclus,  and  therefore 
taken  directly  from  the  Iliad,  but  modernised  in  a  remarkable 
way  by  the  warmer  colouring  given  to  the  affection  subsisting 
between  Achilles  and  his  friend.  It  would  indeed  have  been 
interesting  to  see  more  fully  the  treatment  of  such  a  subject  by 
such  a  poet.  The  Ransom  of  Hector  was  also  taken  from  the 
Iliad,  but  several  other  plays  on  the  Trojan  cycle  were  drawn 
from  the  events  preceding  and  following  the  Anger  of  Achilles. 

§  183.  The  intelligent  student,  who  has  read  for  himself 
the  extant  plays  of  ^Eschylus,  will  form  a  better  judgment  of 
his  genius  than  can  be  suggested  by  any  general  remarks  in  a 
sketch  like  the  present.  What  I  here  offer  by  way  of  reflection 
is  rather  meant  to  guard  against  false  theories  and  mistaken 
estimates,  than  to  supply  any  substitute  for  the  student's 
own  knowledge  of  so  capital  a  figure  in  Greek  Literature.  A 
comparison  with  Pindar  and  Simonides  shows  how  great  an  ad- 
vance he  made,  and  how  independently  he  approached  the 
great  moral  problems  which  the  Greek  poets — the  established 
clergy  of  the  day — were  obliged  to  expound.  ^Eschylus  was,  , 
indeed,  essentially  a  theologian,  meaning  by  that  term  not 
merely  a  man  who  is  deeply  interested  in  religious  things,  but 
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a  man  who  makes  the  difficulties  and  obscurities  of  morals  and 
of  creeds  his  intellectual  study.  But,  what  is  more  honourable 
and  exceptional,  he  was  so  candid  and  honest  a  theologian, 
that  he  did  not  approach  men's  difficulties  for  the  purpose  of 
refuting  them,  or  showing  them  weak  and  groundless.  On  the 
contrary,  though  an  orthodox  and  pious  man,  though  clearly 
convinced  of  the  goodness  of  Providence  and  of  the  pro- 
found truth  of  the  religion  of  his  fathers,  he  was  ever  stating 
boldly  the  contradictions  and  anomalies  in  morals  and  in 
myths,  and  thus  naturally  incurring  the  odium  and  suspicion 
of  the  professional  advocates  of  religion  and  their  followers. 
Pie  felt,  perhaps  instinctively,  that  a  vivid  dramatic  statement 
of  these  problems  in  his  tragedies  was  better  moral  education 
than  vapid  platitudes  about  our  ignorance,  and  about  our  diffi- 
culties being  only  caused  by  the  shortness  of  our  sight.  He 
knew  the  strength  of  human  will,  the  dignity  of  human  liberty, 
the  greatness  of  human  self-sacrifice,  and  yet  he  will  not  abate 
aught  from  the  omnipotence  of  Providence,  the  iron  constraint » 
of  a  gloomy  fate,  the  bondage  of  ancestral  guilt.  It  is  quite  plain 
that  the  thought  of  his  day  was  influenced  by  two  dark  under- 
currents, both  of  which  must  have  touched  him — the  Orphic 
mysteries,  with  their  secret  rites  of  sanctification,  their  dogmas  of 
personal  purity  and  future  bliss ;  and,  on  the  other  hand,  the  Ionic 
philosophy,  which  in  the  hands  of  Heracleitus  had  not  shunned 
obscurity  and  vagueness,  but  had  shown  enigmas  in  all  the 
ordinary  phenomena  of  human  life.  These  influences  conspired 
with  the  strong  unalterable  genius  of  the  poet,  and  produced 
results  quite  unique  in  the  history  of  Literature.  For  it  is  evi- 
dently absurd  to  attribute  the  massiveness  and  apparent  un- 
couthness  of  yEschylus,  as  Schlegel  does,  to  the  conditions  of 
nascent  tragedy.  Phrynichus,  his  contemporary,  was  famed 
for  opposite  qualities,  for  gentle  sweetness  and  lyric  grace.  At 
no  epoch  could  yEschylus  have  been  softened  down  into  a  con- 
ventional artist.  Many  critics  speak  of  him  as  almost  Oriental 
in  some  respects — in  his  bold  metaphor,  in  his  wild  and  irregu- 
lar imaginings ;  and  yet  he  is  censured  by  Aristophanes  for  too 
much  theatrical  craft.  I  suppose  the  former  mean  to  compare 
him  with  the  greatest  of  the  Hebrew  prophets;  nor  does  the  com-* 
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parison  seem  unjust,  if  we  confine  it  to  this,  that  both  found 
strange  and  striking  images  to  rouse  their  hearers'  imagination, 
and  that  neither  felt  bound  by  the  logic  of  ordinary  reasoning. 
In  this  matter  Heracleitus  and  ^Eschylus  are  the  masters 
of  bold  and  suggestive  inconsequence.  But  the  obscurity  of 
both  was  that  of  condensation — a  pregnant  obscurity,  as  con-* 
trasted  with  the  redundant  obscurity  of  some  modern  poets, 
or  the  artificial  obscurity  of  the  Attic  epoch.  His  philosophy 
is  in  the  spirit,  and  not  in  the  diction  of  his  works — in  vast 
conceptions,  not  in  laconic  maxims.  Both  Sophocles  (as  he  him- 
self confesses)  and  Thucydides,  the  highest  types  of  the  Periclean 
epoch,  are  often  obscure,  but,  as  I  said,  are  so  artificially,  not 
from  endeavouring  to  suggest  great  half-grasped  thoughts,  but 
from  a  desire  to  play  at  hide-and-seek  with  the  reader,  and  sur- 
prise him  by  cleverness  of  expression.  We  always  feel  that  ALs- 
chylus  thought  more  than  he  expressed,  that  his  desperate  com- 
pounds are  never  affected  or  unnecessary.  Although,  therefore, 
he  violated  the  rules  which  bound  weaker  men,  it  is  false  to  sa} 
that  he  was  less  an  artist  than  they.  His  art  was  of  a  different 
kind,  despising  what  they  prized,  and  attempting  what  they  did 
not  dare,  but  not  the  less  a  conscious  and  thorough  art. 
Though  the  drawing  of  character  was  not  his  main  object,  his' 
characters  are  truer  and  deeper  than  those  of  poets  who  at- 
tempted nothing  else.  Though  lyrical  sweetness  had  little  place 
in  the  gloom  and  terror  of  his  Titanic  stage,  yet  here  too,  when  v 
he  chooses,  he  equals  the  masters  of  lyric  song.  So  long  as  a 
single  Homer  was  deemed  the  author  of  the  Iliad  and  the 
Odyssey,  we  might  well  concede  to  him  the  first  place,  and  say 
that  ^Eschylus  was  the  second  poet  of  the  Greeks.  But  by  the 
light  of  nearer  criticism,  and  with  a  closer  insight  into  the 
structure  of  the  epic  poems,  we  must  retract  this  judgment,  and, 
assert  that  no  other  poet  among  the  Greeks,  either  in  grandeur 
of  conception,  or  splendour  of  execution,  equals  the  untrans- 
lateable,  unapproachable,  inimitable  ^Eschylus.1 

§  184.  Bibliographical.     Turning  to  the  question    of  JEs- 

1    Aischulos'  bronze-throat  eagle-bark  at  blood 
Has  somehow  spoilt  my  taste  for  twitterings  ! 

R.  Browning,  Arist.  AJ>.  p.  94. 
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chylean  literature,  we  find  the  whole  criticism  of  our  texts  to 
depend  on  one  MS.  of  the  tenth  century,  the  celebrated 
Pint,  xxxii.  9,  of  the  Laurentian  library  at  Florence,  which  con- 
tains, with  Sophocles  and  Apollonius  Rhodius,  the  seven 
plays  written  out  in  a  beautifully  neat  hand  with  very  slight, 
somewhat  slanting  characters;  it  has  numerous  scholia,  but  is 
unfortunately  mutilated  at  the  end  of  the  Agamemnon  and 
opening  of  the  Chocphori.  From  copies  of  the  thirteenth  and 
fourteenth  centuries,  at  Florence,  Venice,  and  Paris,  these  de- 
fects, and  some  gaps  in  the  scholia,  have  been  partially  re- 
medied. The  scholia  seem  to  be  more  Byzantine  than  Alex- 
andrian, and  it  does  not  appear  that,  with  the  exception  of  the 
arguments  prefixed  by  Aristophanes,  much  attention  was  paid 
to  the  poet  by  the  great  critics.  Indeed,  the  same  thing  may 
be  said  of  both  Roman  and  French  imitators.  "While  they 
understood  and  copied  Sophocles  and  Euripides,  ^Eschylus  was 
neglected  as  an  uncouth  and  rude  forerunner  of  the  real  drama. 
We  must  acknowledge  this  much  merit  in  Schlegel,  that  he  led 
dramatic  criticism  into  a  sounder  and  deeper  course.  The  Pro- 
metheus, Pers<z,a,nd  Septan,  which  stand  first  in  the  MSS.,  were 
very  much  more  read  than  the  rest,  and  are  far  better  preserved. 
The  editio princeps  of  the  text  was  that  of  Aldus  (15 18)  ;  that  of 
Robortellus  (Venice,  1552)  first  gave  the  scholia.  We  have 
next  the  fuller  and  more  accurate  ed.  Steph.  1557.  Good  early 
critics  were  Dorat,  Canter,  Stanley.  Porson  turned  his  critical 
acumen  to  bear  upon  the  text  in  the  Glasgow  edition  of  1794, 
and  then  followed  the  editions  of  Butler,  of  five  plays  by  Blom- 
field,  and  of  Peile.  In  the  present  day  the  editions  best  worth 
studying  are  those  of  God.  Hermann,  W.  Dindorf,  and  H. 
Weil  for  criticism,  Merkel's  careful  ed.  of  the  Florentine  MS., 
and  that  of  Mr.  Davies  on  the  Agamemnon  and  Choephort, 
which  combines  acute  criticism,  exegesis,  and  a  curious  ver- 
sion in  the  metres  of  the  original.  Mr.  F.  A.  Paley  has  also 
supplied  us  with  an  excellent  handy  edition,  the  most  service- 
able for  ordinary  use.  It  is  the  result  of  long  study  spent 
on  separate  editions  of  the  plays.  Wellauer  and  Linwood 
have  composed  ^Eschylean  lexicons  which  are  useful,  but  even 
the  latter  (1848)   now  somewhat   antiquated.      The  German 
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translations  are  endless.  Those  of  Voss,  Droysen,  and  Donner 
may  specially  be  named.1  The  French  have  rather  imitated 
than  reproduced,  if  we  except  the  versions  of  Du  Theil  and 
Brumoy.  In  English  we  have  the  respectable  version  of 
Potter,  the  Agamemnons  of  Prof.  Blackie  (1850),  Symmons, 
Milman,  Conington,  Miss  Swanwick,  and  Mr.  J.  F.  Davies,  and 
very  spirited  versions  of  select  passages  by  Lord  Lytton  in  his 
Rise  and  Fall  of  Athens.  I  call  special  attention  to  the  very 
able  criticism  accompanying  these  translations.  Mrs.  Browning 
has  given  us  an  admirable  Prometheus,  and  lastly,  Mr.  Browning 
has  turned  his  genius  for  reproducing  Greek  plays  upon  this 
masterpiece,  and  has  given  a  version  which  will  probably  not 
permit  the  rest  to  maintain  their  well-earned  fame,  though  it  is 
in  itself  so  difficult  that  the  Greek  original  is  often  required  for 
translating  his  English.  I  confess  that  even  with  this  aid, 
which  shows  the  extraordinary  faithfulness  of  the  work,  I  had 
preferred  a  more  Anglicised  version  from  his  master  hand. 

The  truest  and  deepest  imitation  of  the  spirit  of  yEschylus 
in  modern  times  is  not  to  be  sought  in  the  stiff  formalism  ot 
Racine  or  Alfieri,  but  in  the  splendid  Atalanta  in  Calydon  ot 
Mr.  Swinburne,  whose  antitheism  brings  him  to  stand  in  an 
attitude  between  human  freewill  and  effort  on  the  one  side,  and 
ruthless  tyranny  of  Providence  on  the  other,  not  approached 
in  poetry  (so  far  as  I  know)  from  yEschylus'  day  down  to  our 
own.  Unfortunately,  the  very  poetical  odes  of  his  chorus  are 
diffuse,  and  written  with  all  that  luxuriance  of  rich  sound  which 
in  Mr.  Swinburne  often  dilutes  or  hides  the  depth  and  clear- 
ness of  his  thought.  The  English  reader  must  therefore  by  no 
means  regard  this  part  of  the  play  as  modelled  upon  ^Eschylus, 
nor  as  at  all  representing  his  poetry.  It  is  in  the  plot,  and 
in  the  nervous  compressed  stichomuthia,  or  dialogue  in  alter- 
nate lines,  and  in  the  gloomy  darkness  which  broods  over  the 
action,  that  the  modern  poet  has  caught  the  spirit  of  his  great 
predecessor.     Since  the  Samson  Agonistes  of  Milton,  we  have 

1  Full  information  on  all  the  German  versions  of  the  Oresteia,  from  Von 
Halem  (1785)  to  Donner  (1854),  will  be  found  in  an  article  by  Eichhoff  in 
the  Neue  Jahrbiicher  fiir  Philologie,  vol.  cxv. 
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had  no  such  reproduction  of  the  Greek  drama,  and  those  who 
are  not  in  sympathy  with  Mr.  Swinburne's  other  poems  should 
not  fail  to  turn  to  this  exceptional  work,  which  he  has  never  since 
equalled.  The  Prometheus  Unbound  of  Shelley,  as  he  himself 
tells  us  very  plainly,  is  hardly  intended  as  an  imitation  of  JEs- 
chylus,  but  as  an  original  and  wholly  independent  work. 


CHAPTER  XVI 

Sophocles. 

§  185.  There  is  even  less  told  us  about  the  life  of  Sophocles 
than  about  that  of  iEschylus,  and,  indeed,  there  seems  to  have 
been  little  that  was  eventful  to  be  told.  He  was  too  young  to 
take  part  in  the  great  struggle  of  the  Persian  war,  and  his  cam- 
paign to  Samos,  in  middle  life,  was  evidently  no  serious  warfare. 
He  refused,  we  are  told,  to  leave  Athens,  which  he  loved,  at 
the  invitation  of  foreign  cities  and  princes,  and  thus  avoided 
the  adventures  of  travelling  which  were  fatal  to  both  his  rivals  ; 
and  though  he  took  part  in  politics  on  the  oligarchical  side, 
as  he  was  perhaps  a  Probidus  when  the  four  hundred  were  es- 
tablished, he  seems  never  to  have  been  a  strong  or  leading  poli- 
tician. His  gentleness,  and  beauty,  and  placid  disposition 
Seem  to  have  saved  him  from  most  of  the  buffets  and  trials  of 
the  world ;  and  he  is,  perhaps,  the  only  distinguished  Athenian 
now  known  who   lived  and  died  without  a  single  enemy. 

He  was  born  in  the  deme  Colonus,  within  half  an  hour's 
walk  of  Athens,  in  the  scenery  which  he  describes  in  his  famous 
chorus  of  the  second  CEdipus,  and  which  has  hardly  altered  up 
to  the  present  day,  amid  all  the  sad  changes  which  have  seamed 
and  scarred  the  fair  features  of  Attica.  I  know  not,  indeed, 
why  he  calls  it  the  while  (upyijTa)  Colonus,  for  it  was  then,  as 
now,  hidden  in  deep  and  continuous  green.  The  dark  ivy  and 
the  golden  crocus,  the  white  poplar  and  the  grey  olive,  are  still 
there.  The  silvery  Cephissus  still  feeds  the  pleasant  rills,  with 
which  the  husbandman  waters  his  thickly  wooded  cornfields  ; 
and  in  the  deep  shade  the  nightingales  have  not  yet  ceased 
their  plaintive  melody. 

His  father's  name  was  Sophillus,  and  the  scholiasts  wrangle 
about  the  dignity  of  his  position  in  life ;  though  he  seems  to 
have  been  no  more  than  a  man  of  middle  rank,  making  his 
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income  by  practising  or  directing  a  trade.  Concerning  his 
mother  and  brethren  there  is  absolute  silence.  Born  about 
496-5  B.C.,  he  was  chosen,  for  his  beauty  and  grace,  to  lead 
the  solemn  dance  in  honour  of  the  victory  at  Salamis.  He 
was  educated  by  Lampros,  a  rival  of  Pindar  and  of  Pratinas, 
as  a  scientific  musician  ;  and  this  special  training  in  music 
enabled  him,  in  spite  of  his  weak  speaking  voice,  to  act  with 
great  success  the  parts  of  Thamyras  and  of  Nausicaa,  in  the 
plays  which  he  wrote  concerning  these  personages.  In  468 
he  came  forward  as  a  tragic  poet,  and  at  the  age  of  28,  with  his 
first  piece,  defeated  the  great  .^Eschylus,  who  had  been  for  a 
generation  the  master  of  the  tragic  stage.  What  made  the 
victory  more  remarkable  was  the  selection  of  Kimon  and  his 
victorious  colleagues  as  judges,  instead  of  the  ordinary  proce- 
dure by  lot.  From  this  date  till  his  death,  at  the  age  of 
90,  the  poet  devoted  all  his  energy  to  the  production  of  those 
famous  works  of  art,  which  gave  him  such  a  hold  over  the 
Athenian  public,  that  he  came  to  be  considered  the  very  ideal 
of  a  tragic  poet,  and  was  worshipped  after  his  death  as  a  hero, 
under  the  title  Dexion  (Ae£<W.)  He  is  said  to  have  won 
eighteen  or  twenty  tragic  victories,  and  though  sometimes  post- 
poned to  Philocles  and  others,  was  never  placed  third  in  all  his 
life.  The  author  of  the  Poetic  and  the  Alexandrian  critics 
follow  the  judgment  of  the  Attic  public,  and  most  modern  critics 
have  agreed  with  them  that  the  tragedies  of  Sophocles  are  the 
most  perfect  that  the  world  has  ever  seen.  It  is,  indeed,  no 
unusual  practice  to  exhibit  the  defects  of  both  vEschylus  and 
Euripides  by  comparison  with  their  more  successful  rival. 

The  Athenian  public  were  so  delighted  with  his  Antigone 
that  they  appointed  him  one  of  the  ten  generals,  along  with 
Pericles,  for  the  subduing  of  Samos ;  as  regards  which  Pericles 
is  said  to  have  told  him  that  he  knew  how  to  compose  well 
enough,  but  not  how  to  command.  It  is  conjectured  that  on 
this  expedition  he  met  and  knew  Herodotus,  by  whom  several 
passages  in  his  plays,  and  one  in  the  fragments,1  seem  suggested. 

1  Fr.  380,  about  Palamedes'  invention  of  games,  like  the  Lydians'  in- 
vention in  Herod,  i.  94.  This  coincidence  has  not  yet,  I  think,  been 
noticed.      So  also  the  famous  chorus  in   O.  C.  121 1,   sq.,  seems  copied 
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If  the  passage  of  the  Antigone  (which  many  critics  declare 
spurious)  be  genuine,  it  was  composed  before  the  poet  went  to 
Samos ;  and  the  conjecture  here  breaks  down.  Yet  I  have  per- 
sonally no  doubt  that  Herodotus,  who  lived  much  at  Athens, 
suggested  these  passages  ;  and  I  am  not  disposed  to  admit  that 
any  of  them  is  spurious,  though  they  may  belong  to  second 
editions  of  their  respective  plays.  He  was  (in  443  B.C.)  one  of 
the  IlellenotamicB,  or  administrators  of  the  public  treasury — a 
most  responsible  and  important  post.  He  sided  with  the  oli- 
garchy in  411,  if  he  be  the  Probulus  then  mentioned.  When 
Aristophanes  brought  out  his  Progs  in  405  B.C.,  the  poet  was  but 
lately  dead,  and,  amid  the  conflict  of  schools  of  poetry,  is  acknow- 
ledged the  genial  favourite  of  all  ; '  the  comic  Phrynichus, 
in  his  Muses,  of  the  same  date,  spoke  of  him  in  very  similar 
terms.  A  splendid  portrait  statue  of  him,  found  a  few  years  ago 
at  Ostia,  and  now  in  the  Lateran  at  Rome,  is  doubtless  a  copy 
of  that  set  up  in  the  theatre  at  Athens  by  Lycurgus,  and  repre- 
sents him  as  worthy  in  dignity  and  beauty  of  all  the  praises 
bestowed  upon  him.  The  various  anecdotes  which  bear  upon 
his  character,  and  which  seem  to  be  partly,  at  least,  drawn  from 
the  high  authority  of  the  memoirs  of  the  contemporary  Ion 
of  Chios,2  all  speak  in  the  same  tone,  and  describe  him  as  of 
easy  temper,  and  much  given  to  the  pleasures  of  love.  He  is 
even  contrasted  with  Euripides  in  the  more  Greek  complexion 
of  his  passion.  Most  of  his  German  panegyrists  are  unable  to 
refute  the  jibe  of  Aristophanes,3  that  in  his  old  days  he  turned 
miser,  and  worked  for  money  like  a  second  Simonides,  but  are 
indignant  at  the  report  that  he  became  attached,  late  in  life,  to  a 
courtesan  named  Theoris,  of  Sikyon.  He  is,  moreover,  quoted 
in  the  first  book  of  Plato's  Republic,  speaking  of  Eros  as  a  fierce 
tyrant,  from  whose  bonds  he  had  escaped  by  advancing  years. 
But  this  probably  alludes  to  the  passions  formed  in  the  palaestra, 
of  which  other  dialogues  of  Plato  tell  us  a  great  deal.     He  is 

from  Artabanus'  speech,  Herod,  vii.  26.  The  attack  on  Egyptian  manners 
in  the  same  play  (w.  337,  sq.)  is  a  still  clearer  case,  perhaps  also  Q.  T. 
981.     Lastly,  we  have  Antig.  w.  909,  sq. 

1  eviwXos  fxhv  ivQ&8\  tvKoXos  5'  iice?. 

2  Cf.  fr.  I  of  Ion  in  Miiller's  FHG.  s  Pax,  698. 
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said  to  have  had  a  second  family  by  this  Theoris.  All  the 
Alexandrian  authorities  believed  that  his  legitimate  son  was 
Iophon,  son  of  his  wife  Nikostrate,  but  that  of  Theoris  was  born 
Ariston,  who  was  father  of  the  younger  Sophocles.  But  the 
testimony  of  inscriptions,1  which  speak  of  a  Sophocles  corre- 
sponding with  the  younger  of  that  name,  and  even  of  an  Iophon, 
son  of  (apparently  this)  Sophocles,  makes  it  probable  that  the 
Life  and  scholiasts  are  wrong  about  the  grandson.  We  have 
no  more  certain  information  about  the  more  famous  story  of 
Iophon's  attempt  to  take  the  old  poet's  property  out  of  his 
hands  by  an  action  at  law,  and  how  he  was  defeated  by  the 
reading  of  the  famous  chorus  in  the  CEdipus  at  Colonus,  then 
just  composed.  Most  critics  now  think  that  this  play  was  not, 
like  the  Philoctctes,  the  product  of  Sophocles'  old  age,  but  of  his 
mature  life,  though  it  seems  not  to  have  been  brought  out 
till  after  his  death,  probably  by  Iophon,  with  considerable 
interpolations.  Aristophanes  (in  the  Frogs)  speaks  of  Iophon 
as  a  poet  of  uncertain  promise,  but  still  as  the  best  of  the 
Epigoni.  Other  stories,  about  the  respect  shown  him  by  the  be- 
sieging Spartans,  when  he  died,  and  how  his  friends  were  allowed 
to  bury  him  eleven  stadia  on  the  way  to  Dekelea,  may  be  read  in 
the  Life.  It  seems  odd  he  should  not  have  been  laid  in  his  home 
at  Colonus,  which  is  quite  close  to  Athens,  but  possibly,  with 
this  modification,  the  anecdote  may  be  true.  He  was  com- 
monly called  the  Honey  Bee,  and  was  said,  as  almost  every  other 
great  Greek  poet,  to  have  been  peculiarly  imbued  with  Homeric 
thoughts  and  style.  This  vague  statement  is  not  verified  by 
his  extant  play?,  though  he  is  said  in  others  to  have  adapted 
the  Odyssey  repeatedly.  Indeed,  we  may  suspect,  with  Mr. 
Paley,  that  the  Homer  alluded  to  by  these  old  critics  includes 
the  Cyclic  epics,  from  which  he  certainly  borrowed  almost  all 
his  plots. 

But  there  are  other  and  more  definite  things  reported  con- 
cerning his  style,  his  method,  and  his  influence  on  the  history 
of  the  drama.  These  we  shall  best  consider  when  we  have 
given  a  sketch  of  the  extant  plays  and   fragments.     Of  the 

1  See  Dindorfs  Poetce  Trag.  p.  12,  note.  The  younger  Iophon  would 
be  called  after  his  grandfather. 
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elegies,  the  paeans,  the  prose  essay  on  the  chorus,1  the  seventy 
tragedies,  the  eighteen  satyric  dramas,  which  the  poet  (after 
making  due  deductions)  seems  fairly  to  be  credited  with,  there 
remain  only  seven  tragedies,  and  of  the  1,000  fragments, 
but  few  are  of  any  length  or  importance.  A  great  many  of 
them  are  indeed  only  quoted  (chiefly  by  Hesychius)  for  the 
sake  of  curious  and  rare  words  which  the  poet  had  employed — ■ 
a  remarkable  feature  in  these  fragments.  Of  the  seven 
tragedies  now  extant  only  two  can  be  dated,  even  approxi- 
mately— the  Antigone,  which  was  brought  out  just  before  the 
expedition  of  Pericles  to  Samos  (440  B.C.),  and  the  PJiiludrtcs, 
which  may  possibly  be  the  last  play  he  wrote,  and  which  ap- 
peared in  409.  Both  these  plays  won  the  first  prize,  and  if  we 
cannot  expect  immaturity  in  the  one,  we  cannot  find  decay  in 
the  other.  But  considering  these,  as  we  are  bound,  first  and 
last,  we  are  at  liberty  to  arrange  the  rest  in  whatever  order  is 
most  convenient  for  critical  purposes. 

§  186.  The  Antigone  was  said  to  be  Sophocles' thirty-second 
work,  and  must,  from  its  date,  have  at  all  events  been  the  work 
of  his  mature  and  ripe  genius.  It  is,  therefore,  in  every  respect 
suitable  to  show  us  the  contrasts  with  the  old  masterpieces,  and 
the  supposed  improvements  which  mark  the  epoch  of  the  per- 
fect Greek  drama.  The  play  formed  no  member  of  a  trilogy, 
but  stood  upon  its  own  basis,  nor  are  we  at  all  justified, 
with  some  loose  critics,  in  supplementing  the  character  of  the 
heroine  from  the  other  plays  on  the  Theban  legend  (the  two 
CEdipuses),  plays  written  in  after  years,  and  without  any 
intention  of  being  viewed  in  connection  with  the  Antigone. 
It  is  never  to  be  forgotten  that  as  soon  as  the  tragic  poets 
abandoned  connected  plays,  they  assumed  the  liberty  of 
handling  the  same  personage  quite  differently  at  different 
times,  nor  do  they  feel  in  the  least  bound  by  an  earlier  con- 
ception. This  apparent  inconsistency,  which  contrasts  so 
strongly  with  the  practice  of  modern  dramatists,  is  due  to  the 
fact,  that  while  the  moderns  have  an  unlimited  field  for  the 
choice  of  subjects,  and  therefore  naturally  choose  a  new  title 
to  embody  a  new  type,  the  Greeks  were  very  limited  in  the 
1  This,  which  rests  npcn  Suidas  alone,  is  very  doubtfu 
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legends  which  they  treated,  and  must  therefore  constantly  re- 
produce the  same  heroes  and  heroines.  But  they  avoided  the 
consequent  monotony  by  the  poetic  license  of  varying  the 
character  to  suit  the  special  play.  We  must  therefore  study 
the  characters  in  each  play  by  themselves,  and  without  re- 
ference to  their  recurrence  in  other  works  of  the  same  poet 

The  first  point  to  be  remarked  in  the  play  is  the  subordination  J 
of  everything  else  to  the  character  of  Antigone.     In  yEschylus' 
conception — the  deepest  conception — of  a  tragedy,  the  actors 
were,  so  to  speak,  subordinated  to  the   progress  of  a  great 
catastrophe,  which  carried  them  along  in  its  fatal  course.     They 
act  with  apparent  liberty  and  force  of  character,  but  are  really 
the  sport  and  plaything  of  great  agents,  which  they  cannot  stay, 
or  control.    In  the  tragedy  of  Sophocles,  where  character-draw- 1 
ing  ())6oiroua,  as  it  was  called)  was  the  first  object,  the  power  of 
human  will  is  the  predominant  feature,  and  the  real  conflict  of  I 
moral  and  social  forces  is  thrown  into  the  background. 

^Eschylus,  as  has  been  already  noted  (p.  257),  had  blocked 
out  the  whole  plot  briefly  at  the  endr-of  his  Theban  trilogy,  and 
indicated   where  a  tragic  conflict  might  be  found.    "But  when  J 
Sophocles   takes   up  the    subject,  the   firm   determination   of 
Antigone  to  perform  the  sacred  duties  of  fraternal  love  is  op- , 
posed  to  no  principle  of  parallel  importance,  to  no  law  which. 
commands  any  respect,  but  simply  to  the  timid  submissiveness  of 
her  foil,  Ismene,  to  the  arbitrary  decree  of  a  vulgar  and  heart-  * 
less  tyrant,  and  to  the  cold  and  self-interested  apathy  of  a  . 
mean  and  cowardly  chorus.     Antigone  is  accordingly  sustained 
from  the  beginning  by   a  clear  consciousness   that   she  is  ab- 
solutely right,  the  whole  sympathy  of  the  spectator  must  go  with 
her,   and  all  the  course  of  the  play  is  merely  interesting  as 
bringing  out  her  character  in  strong  and  constant  relief.    But  as 
she  consciously  faces  death  for  an  idea,  she  may  rather  be  en- 
rolled among  the  noble  army  of  martyrs,  who  suffer  in  the  day- 
light of  clear  conviction,  than  among  the  far  nobler  few  who  in| 
doubt  and  darkness  have  striven  to  feel  out  a  great  mystery,| 
and  in  their  very  failure  have  '  purified  the  terror  and  the  pity  > 
of  awe-struck  humanity.      A  martyr  for  a  great  and  recog-A 
nised  truth  is  not  the  fit  central  figure  of  a  tragedy  in  they 
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highest  and  proper  sense.  The  Antigone  is  therefore  not  a  very- 
great  tragedy,  though  it  is  a  most  brilliant  and  beautiful 
dramatic  poem.  The  very  opening  scene  brings  out  the  some- 
what hard  and  determined  character  of  the  heroine,  in  con- 
trast to  her  weaker  sister.  As  the  chorus  hints,1  she  had 
inherited  this  fierce  nature  from  her  father.  But  the  fatal  \ 
effects  of  the  ancestral  curse  on  the  house  of  OEdipus,  though  ( 
often  alluded  to,  are  no  moving  force  in  the  drama.  The 
chorus  appears  in  the  parodos  unconscious  of  the  plot, 
and  sings  a  beautiful  ode  on  the  delivery  of  Thebes,  rele- 
vant enough  to  the  general  subject,  but  not  bearing  on  the 
real  interest  of  the  play  ;  and  this  remark  may  be  applied  to 
all  the  following  choral  odes,  which  with  much  lyric  beauty 
celebrate  subjects  akin  to  the  action,  but  outside  it.  The 
decree  against  Polynices'  burial  is  then  formally  announced  by 
Creon,  when  one  of  the  watchmen  enters,  a  very  striking  and 
well-conceived  character,  whose  vulgar  selfishness  and  low 
cowardice  seem  meant  as  the  opposite  extreme  inhuman  nature 
to  the  heroine.  The  homely  and  somewhat  comic  vein  in  which 
he  speaks  may  indeed  be  shocking  to  dignified  French  imi- 
tators of  classic  suffering,  but  affords  an  interesting  parallel 
to  the  contrasts  so  affectingly  introduced  in  the  greatest 
English  tragedies.  The  reader  will  not  have  forgotten  the  nurse 
Kilissa  in  yEschylus'  Choephori.  Then  follows  the  brilliant 
narrative  of  the  capture  of  Antigone,  and  her  interrogation  by 
Creon.  She  here  shows  no  vestige  of  fear  or  of  quailing,  and 
even  Ismene  braves  death,  though  harshly  checked  and  even 
insulted  by  her  more  masculine  sister.  The  chorus  suggests 
that  Creon's  son  was  betrothed  to  the  princess,  yet  does  not  press 
the  point,  but  upon  her  sentence  sings  the  woes  of  the  Labda- 
kidas,  and  the  horrors  of  an  ancestral  taint.  The  appearance  of 
Hsemon  is  a  point  of  deep  interest,  and  has  been  treated  by 

V.  471  :  S?;\o?  T<i  yivvrip?  wfxbv  e|  w/j.ov  irarphs 

rrjs  vaiSos'  ei/ceii/  8'  ouk  iiriffTaTai  ko.ko?s. 
I  quote  these  words  to  justify  myself  against  the  able  criticism  of  Mr. 
Evelyn  Abbott  on  the  parallel  argument  concerning  Antigone  in  my  Social 
Life    in  Greece.       I    cannot  but   sympathise  deeply  with  his  enthusiastic 
reading  of  the  character  in  the  Journal  of  Philology,  vol.  viii.  pp.  r,  sq. 
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the  poet  in  a  very  peculiar  way.  The  young  prince  argues  the 
policy  of  Creon  to  be  a  mistaken  public  policy,  and  cites  the 
general  murmuring  of  discontent  against  it,  all  the  while  con- 
cealing his  own  strong  personal  interest  in  Antigone.  Creon 
and  the  chorus  both  see  through  the  young  man's  mind,  the  one 
by  repeatedly  taunting  him  as  Antigone's  advocate,  the  other, 
upon  his  angry  exit,  singing  a  famous  ode  oh  the  powers  of 
Eros,  which  is  not  directly  suggested  by  the  preceding  dia- 
logue.1 

It  seems  likely  that  to  the  Athenian  public  of  that  day 
any  pleading  of  Hasmon's  on  the  ground  of  love  would  be 
thought  unseemly  and  undignified,  until  Euripides  had  taught 
them  that  even  on  the  stage  art  must  not  ignore  nature.  Still 
more  remarkable  is  the  absence  of  any  allusion  to  Hremon 
in  the  long  commos  sung  by  Antigone  and  the  chorus,  as  she 
passes  across  the  stage,  on  the  way  to  her  tomb.  For  she 
complains  bitterly  of  the  loss  of  bridal  song  and  nuptial  bliss, 
as  every  dying  Greek  maiden  did,  thus  exactly  reversing  the 
notions  of  modern  delicacy.  A  modern  maiden  would  have 
lamented  the  separation  from  her  lover,  but  certainly  not  the 
loss  of  the  dignity  and  the  joys  of  the  married  state.  The 
commos  of  Antigone  has  been  criticised  from  another  point 
of  view,  as  unworthy  of  the  brave  and  dauntless  character 
of  the  heroine.  It  is  thought  unnatural  that  she  who  had 
deliberately  chosen  death  for  the  sake  of  duty,  should  shrink 
and  wail   at   its   approach.      But  sound   critics   have   justly 

|  "Uppers  aviKare  fidxav, 
'Epais,  ts  iv  tcrri/Mcn  iriTrreis 
ts  iv  /J.a.\a.Kaus  Trapeiais 
vedviSos  iuvvx^veis, 

cpoiras  5'  inrepirSvrios  tv  t'  aypovS/aois  avAcus' 
Kui  <r'  ovt'  ct.Qav6.Tcov  cpv^ifnos  ovSels 
ovO'  a/xepioov  eV  dvBpdnruv,  6  51  tx(aV  v-twvzv. 
axi  koX  SiKalwv  aSiicovs 
cppevas  Trapacriras  4ttI  Ac6/3a  ■ 
(rv  ko.1  r65e  veTtcos  avZpSiv 
£vvai/j.ov  ex^srapd^as' 
vikS.  5'  ivapyris  .QAtcpdpcov  '(/xepos  ei';A  e'/rrpou 
vvfx.<pas,  toov  /xeyaXoov  ovx'  irdpedpos 
Qkap.wv.  &juax<>s  yo-p  £jJ.iral£et  Otus  'Aippofiha. 
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vindicated  this  as  a  human  feature,  though  a  weakness,  and  *- 
therefore  more  interesting  and  affecting  than  its  absence  or  ) 
contradiction.  In  my  opinion  there  is  even  yet  a  lack  of 
humanity  in  the  character,  and  I  should  be  sorry  to  see  this 
very  interesting  passage  condemned.  But  I  confess  that  the 
counter  revulsion  from  quailing  and  fear  to  a  bold  facing  of 
death,  such  as  Euripides  has  painted  it  in  his  Iphigenia,  appears 
to  me  not  only  nobler  but  more  natural.  For  it  is  impossible  to 
escape  the  suggestion  in  the  Antigone  that  her  bold  defiance  of 
Creon  was  ostentatious,  and  that  it  breaks  down  in  the  face  of  the 
awful  reality.1  I  would  further  call  attention  to  the  remarkably 
unsympathetic  and  cold  attitude  of  the  chorus,  who  far  from 
being '  ideal  spectators,'  or  even  '  accomplices,'  look  on  with  re- 
spectful but  heartless  tears,  and  offer  such  cold  comfort  to  An- 
tigone, that  her  complete  isolation  affects  the  spectator  with  the 
deepest  pity.  Nowhere  (I  think)  does  the  chorus  declare  for 
the  laws  of  religion  and  humanity  against  the  arbitrary  voice  of 
the  tyrant.  The  entrance  of  Teiresias  marks  the  commencement 
of  the  TepureTEia,  or  catastrophe,  and  his  character  is  conceived, 
as  in  the  (Edipus  Rex,  to  be  that  of  a  noble  and  gloomy 
prophet.  But  the  poet  does  not  fail  to  put  sceptical  sneers  in 
the  mouths  of  his  opponents.  As  soon  as  Teiresias  has  passed 
off  with  his  threatening  prophecy,  the  chorus  in  alarm  warn 
Creon  of  his  danger,  and  the  tyrant  is  made  to  change  his 
mind  and  pass  from  obstinacy  to  craven  cowardice,  with  a  sud- 
denness only  to  be  excused  because  this  character  excites  no 
interest,  and  must  have  wearied  us  had  its  changes  been  treated 
in  detail.  The  catastrophe  of  the  deaths  of  Antigone  and 
Hremon,  which  reminds  us  of  the  end  of  Romeo  and  Juliet,  is 
followed  by  that  of  Eurydice,  the  wife  of  Creon.  The  lamen- 
tations of  the  tyrant,  which  the  spectator  views  rather  with 
satisfaction  than  with  pity,  conclude  the  play. 

1  Yet  I  am  not  sure — and  this  is  a  great  heresy — that  Sophocles 
thought  of  more  than  the  immediate  situation  when  he  composed  this 
commos.  I  will  show  other  instances  by  and  bye,  where  he  seems  to  have 
sacrificed  consistency  of  character  distinctly  for  the  sake  of  dwelling  upon 
an  affecting  situation,  and  writing  affecting  poetry.  This  is  a  vice  gene- 
rally attributed  to  Euripides.  I  think  we  can  show  it  to  exist  no  less  in 
Sophocles  ;  cf.  below,  pp.  291,  310. 
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This  is  the  drama  which  has  not  only  struck  ancient  critics  as 
one  of  the  greatest  works  of  its  great  author,1  but  which  has  fas- 
cinated modern  taste  more  than  any  other  remnant  of  Greek 
tragedy.    This  latter  effect  is  easily  understood,  for  in  the  first 
place  the  conflicting  interests  are  easily  comprehended,  and  in- 
volve no  mystery,  and  secondly,  the  whole  play  turns  on  strictly  i 
human  interests  and  actions,  and  is  absolutely  devoid  of  any  | 
interference  of  the  gods,  which  must  be  foreign  to  the  modern  I 
stage.     The  conflict  of  liberty  against  despotism  became  in  fact  . 
the  dominant  idea  of  the  last  century,  and  thus  men  turned  with 
interest  to  the  old  Greek  expression  of  the  same  conflict.    But  * 
long  before  this,  the  subject  was  treated  by  Euripides  in  a  lost 
tragedy,  in  which  the  love  of  Hsemon  and  Antigone  was  not 
handled  with  the  coldness  and  reserve  of  the  Periclean  age.2  \ 
Then  came  a  celebrated  paraphrase  or  imitation  by  the  Roman 
Attius,  which  is  said    to  have   suggested   some  points   even 
to  Virgil.     The  treatment  of  the   story  in  Seneca's    T/icbais^ 
a  tragedy   of  which  most  is  preserved,   and   in  Statius'  epic 
poem   of  the  same  title,  is  quite  independent  of  Sophocles. 
Polynices'  wife,  Argia,  shares  Antigone's  heroism,  and  neither 
expresses  the  least  fear  of  death  shown  by  the  greater  and  more 
natural  Antigone  of  the  Greek  poet.     These  inferior  works  were 
unfortunately  the  models  of    most  of   the  French  imitators. 
There  was,  however,  an  old  French  translation  by  Baif,  in  1573. 
Gamier   in    15S0,    Rotrou  in  1638,   and    d'Assezan  in    1686 
brought  out  Antigones  based  upon  Sophocles  and  all  the  Roman 
versions  of  the  story,  with  features  added  not  only  from  Euri- 
pides'  Phcejiissce,  but   from   the   weak  sentimentality   of   the 
French  stage.     No  antique  subject  was  more  certain  to  attract 
Alfieri,  with  his  monomaniac  hate  of  tyranny  and  tyrants.     But 
his  Antigone  (1783),  though  a  bold  attempt  to  reintroduce  sim- 

1  Strangely  enough,,  there  was  an  opinion  abroad  in  old  times  that  it 
was  spurious,  being  really  the  work  of  Iophon,  and  not  of  Sophocles.  I 
can  hardly  fancy  this  opinion  existing  without  some  definite  evidence. 
We  only  have  it  in  a  passage  published  in  Cramer's  Anecdote,  and  without 
reasons. 

2  Cf.  Euripides,  frag.  157  sq.,  and  the  remarks  of  Aristophanes  (the 
grammarian)  in  his  preface  to  Sophocles'  Antigone. 
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plicity  into  his  subject,  is  evidently  based  upon  the  French 
travesties  of  the  play,  and  of  course  the  relations  of  Haemon 
and  Antigone  come  into  the  foreground.  His  play  is  forcible, 
but  monotonous,  as  he  fails  in  all  those  delicate  touches,  and 
various  contrasts  of  character,  in  which  Sophocles,  with  all 
his  simplicity,  abounds.  Marmontel's  libretto  for  Zingarelli's 
opera  (1790)  seems  to  have  excited  little  attention.  A  prose 
version  of  the  legend  by  Ballanche  (1814)  is  apparently  very 
popular  and  highly  esteemed  in  France. 

The  taste  of  the  present  century  has  fortunately  reverted  to 
the  pure  art  of  Sophocles,  and  in  1844  a  peculiar  attempt  was 
made,  with  the  aid  of  Mendelssohn's  noble  music,  to  reproduce 
the  Greek  Antigone  in  a  form  approaching  the  original  perform- 
ance. But,  in  my  opinion,  this  revival  is  a  complete  failure,  not 
only  from  the  character  of  the  music,  which  would  have  been 
to  a  modern  audience  intolerable,  had  it  been  Greek,  but  on 
account  of  the  modern  playing  of  the  parts,  in  which  a  quantity 
of  action  was  introduced  quite  foreign  to  the  antique  stage.  Of 
the  English  versions  that  of  Mr.  Plumptre  is  not  only  the  most 
recent,  but  the  best. 

§  187.  A  certain  general  resemblance  leads  us  to  consider  the 
Electra  next  in  order.  The  relation  of  the  heroine  to  her  sister 
Chrysothemis  is  very  similar  to  that  of  Antigone  and  Ismene. 
There  is  also  the  same  hardness  in  both  heroines,  a  hardness 
amounting  to  positive  heartlessness  in  Electra,  who,  when  she 
hears  her  brother  within  murdering  his  and  her  mother,  actually 
calls  out  to  him  to  strike  her  again  (v.  1415).  This  revolting 
exclamation,  and,  indeed,  the  easy  way  in  which  matricide  is 
regarded  all  through  the  play,  contrasts  strongly  with  the  far 
deeper,  more  human,  and  more  religious  conception  of  yEs- 
chylus'  ChoepJwri,  and  reduces  the  Electra  as  a  tragedy  to  a  far 
lower  level.  In  fact,  here  as  elsewhere,  Sophocles  has  sacri- 
ficed the  tragedy  for  the  sake  of  developing  a  leading  character. 
He  desires  to  fix  the  sympathy  of  the  spectator  on  Electra  and 
Orestes.  He  therefore  treats  the  command  of  Apollo  as  an 
absolute  justification  of  the  crime,  and  puts  out  of  sight  the 
dread  Eumenides,  with  their  avenging  horrors.  This  is  dis- 
tinctly the   old  epic   view   of  the    matter,    more  than    once 

VOL.  I.  — 13 
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suggested  in  the  Odyssey,  in  contrast  to  the  conception  of 
Stesichorus,  and  perhaps  other  lyric  poets,  with  whom  the  notion 
of  blood-guiltiness,  and  the  necessity  of  purification  for  sin, 
became  of  primary  importance,  and  who  served  as  a  model  for 
^Eschylus.  Thus  here  also  Sophocles  was  truly  Homeric,  but 
maybe  held  to  have  made  a  retrograde  step  in  the  deeper  his- 
tory of  morals.  There  are,  moreover,  many  Euripidean  features 
in  the  play.  The  angry  wranglings  of  his  characters,  which 
occur  often  in  Sophocles,  are  by  most  critics  forgotten,  when 
they  come  to  censure  his  successor.  There  is  also  not  a 
little  inconsistency  in  the  effusiveness  of  the  heroine  on  re- 
cognising her  brother,  an  effusiveness  which  amounts  to  folly, 
and  her  stern  repression  of  words  when  yEgisthus  desires  to 
plead  for  his  life.  This  inconsistency  was  admitted,  I  venture 
to  think,  on  account  of  the  seductive  lyrical  opportunity  offered 
by  the  scene  of  recognition.  The  same  weakness  is  still  more 
obvious  when  a  pathetic  lament  is  uttered  by  Electra  over  the 
unreal  ashes  of  her  brother,  which  the  spectator,  who  is  aware 
of  the  truth,  admires  but  cannot  hear  with  any  real  pity.  Eut 
the  speech  was  too  affecting  to  be  omitted.1 

1  VV.  II26-60  :     S>  cpiArdrov  fjLViifxelov  avOpdiroov  ifx.o\ 

^i»X7)S    Opiarov  Aonrov,  ws  c'  cnr'  iAiriSwv 

Ol>X  WVTTip   i^tlZifJilTOV  (ICTeSi^dfXTIV. 

vvv  fjXv  yap  ovSev  ijvra  ^acrd^w  x*P°^vi 
56/J.wv  Se  <r\  3)  ira?,  AufMirphv  i^iirifi^  iydo 
iis  &<peAov  TrdpoiOev  inAnruv  $iov, 
trplv  is  ^ivr\v  <re  yalav  iKirifx^ai  xepoTj- 
K\ii\ia<ra  ralvSe  Kavaawcraffdai  <p6vov, 
i)7rcos  Qavwv  %Knao  ttj  t6Q'1  rifxipa, 
tv/aQov  irarpwov  KOtvbv  elAr]x&>s  fxepos. 
vvv  8'  inrbs  oIkwv  uairl  yris  aAArjs  (pvyas 
KaKws  awwAov,  <rrjs  Kacriyvi'iTris  5i'xa  ' 
kovt'1  iv  cpiAaicri  xeP(rlv  V  TaAaiv'  iyoi 
Aovrpols  c'  e/aStr/xijcr'  ovre  irafupAiKTOV  irvpbs 
aveiA6/j.7]v,  ws  uk6s,  ddAiov  /3dpos. 
&AA.'  iv  j-evaiai  X€Pff^  K7]dev9e\s  raAas 
tr/AiKphs  TrpoarjKeLS  uyKos  iv  cr/xuepw  Kvret. 
oljxoi  Ta.Aai.va  ttjs  ifj.i)s  iraAat  rpcxprjs 
avuxpeAi'jTOV,  t$]v  iyw  Od/x'  a.jj.(pl  ffol 
irovw  yAvKu  irapicrx0"-   ovn  ydp  ttotc 
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I  cannot  fancy  ./Eschylus  thus  utilising  an  artificial  situa- 
tion. It  is  the  victory  of  sentiment  over  greater  and  nobler 
interests,  and  in  this  Sophocles,  and  not  Euripides,  marks  the 
rise  of  a  new  epoch — an  epoch  like  that  opened  by  Raffaelle 
and  by  Weber  in  other  arts,  where  the  master  is  still  great,  but 
is  the  author  of  a  rapid  and  melancholy  decay  into  sentimen- 
talism.  The  attitude  of  the  chorus  differs  notably  from  that 
of  the  Antigone.  It  is  the  confidant  and  helper  of  the  king's 
children,  and  takes  an  active  part  in  the  progress  of  the  play. 
But  for  this  very  reason,  the  choral  odes,  which  are  strictly 
to  the  point,  are  lyrically  very  inferior  to  the  beautiful  poems 
inserted  in  the  Antigone.  It  is  remarkable  that  while  ^Eschylus 
never  mentions  Mycenae,  and  lays  the  scene  of  his  CJwephori 
at  Argos,  Sophocles,  more  accurately,  makes  Mycenae  his  scene, 
and  in  the  opening  even  describes  the  relative  positions  of  the 
two  cities ;  but  I  am  at  a  loss,  though  personally  familiar  with 
the  country,  to  find  the  point  of  view  from  which  the  old 
pedagogue  and  Orestes  approach  it,  and  should  not  be  sur- 
prised if  this  were  one  of  the  instances  of  geographical  inac- 
curacy with  which  Strabo  charges  both  Sophocles  and  Euri- 
pides.1 I  suppose  the  recent  reassertion  of  Mycenae,  by  the 
appearance  of  its  citizens  in  the  Persian  war,  must  have  made 
its  name  momentarily   prominent  in  the  youth  of  Sophocles, 

fiyrphs  o~v  7'  i)0~9a  /xaAAou  ■?)  Ka.fj.ov  <pi\os 
ou0'  ol  /car'  oIkov  l\aav,  aAA'  eyio  rpcxpos  ' 
4yu}  S'  a5eA(£?;  crol  Trpoo~r)vb'<j)fxriv  ad. 
vvv  5'  e«:AeAo(7re  tout'  iv  rjfjiipa.  fxia 
Oavovrt  avv  aoi.  Ttdvra  yap  crvvapirdaas 
OveAA'  oVcos  &eBr]Kas.   oixzrai  irar-ftp  ■ 
^iQvrjK,  iyw  aoi  ■  (ppovdos  avrbs  el  Qo.vwv 
yeAwcrt  5'  £x®P0'1  '  /■i-o-iuerai  5'  Lcp'  rjSovrjs 
IJ.T)T7]p  a/x^rup,  T)S  i/u.ol  (Tv  ttoAAcLkis 
(p-ilfj.as  Aadpa  TrpovTre/nrts  us  (pavov^vos 
Ti/j.u>pbs  avrSs.  aAAa  TavQ'1  6  Svcttvxvs 
5a/,uco)/  6  ffds  T€  Ka/abs  t^arpelAtTO, 
os  o~'  a)5e  fj.01  TrpovTrefiipev  wtI  <piATaT7]s 
fJ.op<pTJs  ffiroSuv  re  Kal  criaav  avwptXri. 
ofytoi  uoi. 

1  Cf.  in  fray.  530. 
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and  before  ^schylus  brought  out  his  Orestean  trilogy.1  The 
scene  of  the  drama  must,  therefore,  have  been  determined 
by  the  local  politics  of  the  day,  which  would  put  forwardi 
Mycenae,  if  Argos  and  Athens  were  at  variance.  But  this  is 
a  mere  conjecture.  The  critics  have  animadverted  upon  the 
anachronism  of  representing  Orestes  as  killed  at  the  Pythian 
games,  but  there  is  surely  no  sense  in  the  objection.  Almost 
all  the  games  in  Greece  were  ascribed  to  mythical,  nay,  even 
to  divine  founders,  and  to  assign  to  any  of  them  a  late  and 
historical  origin  would  have  offended  Greek  taste.  About  the 
beauty  of  the  narrative  there  can  be  no  question.  It  is  remark- 
able that  Sophocles  reverses  the  order  of  the  murders,  and 
makes  Clytemnestra  suffer  before  ^Egisthus,  an  arrangement 
which  destroys  the  awful  climax  in  the  Choephori — indeed,  when 
the  mother  has  been  sacrificed  little  interest  remains  about  her 
paramour.  The  French  critics  are  almost  indignant  at  the 
idea  of  a  king  on  the  stage,  who  only  comes  in  to  die.  But  of 
course  his  death  is  necessary  to  the  piece,  and  if  Sophocles  did 
not  require  him  as  a  character,  he  shows  true  and  great  art  in 
only  introducing  him  when  necessary.  A  perfect  library  has 
been  written  on  the  three  Electras  of  the  three  Greek  poets, 
generally  with  the  object  of  detracting  from  ^Eschylus,  and  still 
more  from  Euripides,  to  extol  Sophocles.  The  reader  has 
already  seen  how  false  such  an  estimate  is  towards  ^Eschylus. 
I  shall  not  enter  upon  the  Ekctra  of  Euripides  till  we  have 
become  acquainted  with  that  poet  in  the  course  of  the  present 
history. 

1  All  the  critics  follow  Pausanias  in  assuming  that  Mycenae  remained 
independent  up  to  46S  B.C.,  and  that  the  crvyoiKiirfios  of  this  and  other 
towns  by  Argos  took  place,  through  fear  of  Sparta,  after  the  Persian  wars. 
I  cannot  conceive  this  policy  to  have  arisen  so  late,  and  believe  the  auto- 
nomy, and  perhaps  even  the  existence,  of  Mycenae  to  have  ceased  at  latest 
when  Argos  became  great  under  Pheidon,  about  a  century  earlier.  My 
views  were  published  in  the  fifth  number  of  Hermathena,  and  ultimately 
converted  Dr.  Schliemann,  as  I  had  predicted  that  no  fifth  century  remains 
would  be  found  in  his  excavations.  He  has  translated  my  article  in  the 
French  edition  of  his  Mycena.  The  evidence  he  has  produced  points  to  a 
very  old  destruction  of  the  city,  perhaps  even  at  the  time  of  the  Doric 
invasion. 
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Let  us  now  pass  to  the  imitations  of  the  story,  or  the  im- 
provements attempted  upon  it,  in  subsequent  times.  There  can 
be  little  doubt  that  there  were  several  Roman  versions.  Cicero 
speaks  of  two,  Suetonius  alludes  to  them,  and  so  evidently  does 
Virgil,  when  using  in  a  simile  the  '  Agamemnonius  scenis  agitatus 
Orestes.'  But  none  of  them  have  survived.  The  Orestes  ridi- 
culed by  Juvenal  may  have  been  a  mere  fiction,  but  the  choice 
of  this  title  proves  the  popularity  of  the  subject.  In  the  16th 
century,  there  was  a  translation  by  L.  Baif.  But  in  1 708,  Crebil- 
lon  brought  out  his  Electra,  a  play  which  introduced  a  series  of 
love  affairs  between  Orestes,  Electra,  and  a  son  and  daughter  of 
yEgisthus,  fabricated  for  the  purpose.  These  novelties,  together 
with  storms  and  other  adventures,  so  complicated  and  changed 
the  play,  that  the  author  could  fairly  boast  his  own  originality, 
and  proclaim  that  he  had  taken  nothing  from  Sophocles,  whom 
he  had  never  read.  Passing  by  the  now  unknown  work  of 
Longepierre  in  1719,  we  come  to  Voltaire's  Orcste  (1750),  which 
is  said  to  owe  it  a  good  many  thoughts.  Some  of  Crebillon's 
inventions  are  also  adopted,  but  the  main  novelty  is  the  ex- 
citement produced  by  the  dangers  which  Orestes  encounters  in 
attaining  his  vengeance.  For  greater  detail  upon  this  and  suc- 
ceeding efforts,  the  reader  should  consult  the  history  of  French 
Literature  in  connection  with  the  drama  of  Sophocles  in  M. 
Patin's  admirable  sketch.1  He  has  forgotten  to  mention  how 
closely  the  Athalie  in  Racine's  celebrated  play  has. been  copied 
from  Sophocles'  Clytemnestra.  The  very  device  of  a  disturb- 
ing dream  is  employed  to  rouse  Athalie's  fears,  and  Joas  stands 
to  her  in  a  similar  relation  to  that  of  Orestes  and  Clytemnestra. 
The  famous  Orestes  of  Alfieri  was  of  course  based  on  Cre- 
billon  and  Voltaire  ;  indeed,  we  know  that  the  poet's  very  de- 
fective education  did  not  then  permit  him  to  read  a  Greek  play 
in  the  original.  As  was  his  habit,  he  simplifies  the  plot,  and 
gets  rid  of  all  superfluous  characters ;  but  the  great  strain  he 
keeps  up,  and  the  monotony  of  his  speakers,  make  it  a  tedious 
play  to  read.  He  is  noted  as  having  been  the  first  to  paint  the 
quarrels  and  the  remorse  of  the  adulterous  pair,  and  with  his 
usual  hatred  of  tyrants,  he  makes  /Egisthus  weep  with  terror 

1  Sophocle,  pp.  366,  sq. 
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when  he  finds  he  must  die.     There  are  several  later  versions, 
up  to  the  Orestie  of  Alexandre  Dumas. 

§  1 88.  We  may  take  up  the  Trachinice,  next,  because  its 
heroine — the  only  other  extant  heroine  in  Sophocles — stands 
in  marked  and  pleasant  contrast  to  those  we  have  just  discussed. 
As  to  the  date  of  the  play,  it  is  agreed  that  it  comes  either  very 
early  or  very  late  in  the  poet's  career.  The  differences  from 
the  other  plays,  and  supposed  inferiority,  are  the  grounds  which 
have  led  to  this  opinion.  Some  have  even  declared  it  spurious, 
and  the  work  of  Iophon,  or  some  other  weaker  hand.  It  is 
impossible  to  decide  the  dispute  about  its  age,  though  its 
genuineness  must  certainly  be  asserted.  On  the  whole,  I  rather 
incline  to  place  it  as  the  earliest  extant  work  of  Sophocles. 
There  seems  a  certain  hesitation  in  the  author,  who  desires  to 
make  Deianira  the  protagonist,  and  yet  chooses  a  myth  of 
which  Heracles  is  necessarily  the  central  figure.  Thus  there 
are  two  distinct  catastrophes — that  of  the  heroine,  which  is  first 
in  interest,  but  is  treated  as  a  mere  incident ;  and  that  of  the 
hero,  who  is  absent  during  all  the  action,  but  whose  death 
forms  the  solemn  conclusion  of  the  play.  It  almost  seems  to 
me  as  if  the  poet  were  feeling  his  way  to  making  the  character 
of  a  woman  the  prominent  feature  of  the  play,  and  yet  afraid  to 
do  so  without  weaving  in  another  catastrophe,  afraid  also  to 
entitle  his  play  (like  his  Antigone  and  Electra)  Deianira.  It  is 
the  only  extant  play  of  Sophocles  which  takes  its  name  from 
the  chorus,  and  when  we  reflect  that  at  least  one  half  of 
^Eschylus'  plays  are  so  named,  while  less  than  one-third  of 
Sophocles' — and  mostly  satirical  plays — follow  this  rule,  we 
may  draw  another  slight  argument  in  favour  of  its  early  date, 
before  the  poet  had  abandoned,  perhaps,  the  ^Eschylean  fashion 
of  calling  his  plays  after  their  most  important  feature — the  chorus. 
Again,  as  the  P/iiloctetes,  which  shows  no  sign  of  weakness  or 
failure,  appeared  in  409,  and  the  poet  did  not  survive  the  year 
405,  it  seems  very  strange  that  so  rapid  a  decadence  should 
take  place  in  these  years,  in  which  no  tradition  mentions  any 
play  but  the  OE-dipus  at  Colonus.  Internal  evidence  from  style 
has  been  freely  employed  by  the  advocates  of  both  opinions, 
but  is  in  any  case,  by  itself,  of  little  worth.     The  character  of 
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Deianira  can  only  be  compared  with  that  of  Tecmessa,  a 
second-rate  character  in  the  Ajax,  and  differs  completely  from 
the  poet's  so-called  heroines.  But  there  is  the  deepest  pathos 
in  his  drawing  of  a  feeble,  patient  wife,  ever  widowed  afresh 
for  weary  months,  and  now  too  exiled  from  her  home  and 
seeking  in  vain  for  tidings  of  her  husband.  His  enforced 
absence  (to  atone  for  a  homicide),  his  careful  disposition  of  his 
affairs  before  he  departed,  and  the  vague  voice  of  old  oracles, 
all  conspire  to  fill  her  heart  with  sorrow  and  despondency. 
The  aged  nurse  suggests  the  sending  out  of  Hyllus  to  obtain 
news,  and  after  a  short  dialogue,  in  which  he  repeats  the  vague 
reports  of  his  father's  return  to  Euboea,  and  his  mother  cites 
with  fear  the  threatening  oracles  about  this  very  place,  the 
chorus  of  Trachinian  maidens  enters,  and  in  a  very  beautiful 
ode  to  Helios,  prays  for  tidings  of  the  wandering  hero.  De- 
ianira's  weariness  of  life  saddens  her  first  address  to  the  chorus, 
whose  virgin  days  of  security  she  envies,  while  she  reflects  on 
the  cares  of  married  life. l 

Then  comes  a  self-appointed  messenger,  who  has  hurried 
in  advance  ofLichas,  and  tells  her  of  Heracles' victory,  and  the 
momentary  delay  of  the  herald,  who  presently  enters  with  the 
spoils  and  slaves  from  CEchalia,  and  gives  his  account  to  De- 
ianira. But  she  is  chiefly  struck  by  the  beauty  of  a  fair  captive, 
concerning  whose  history  and  parentage  she  inquires,  both  from 
Lichas,  who  answers  evasively,  and  from  the  girl  herself,  who 
preserves  absolute  silence.  Nothing  can  exceed  the  tender- 
ness  and  grace  of  this   passage.2     It  contrasts  strongly  with 

1  vv.   1 40-50  :  Treiri/oyteVrj  fieu,  us  crdcp''  dKaaai,  irapei 
Trddr]fxa  tovjx6u  '  ws  5   6700  6vfj.o<p8opw 
(Utjt'  iK/j.d9ois  Tradovaa,  vvv  5'  dweipos  el. 
to  yap  ved£ov  iv  toioutSs  (SoffKeTai 
X&poiffiv  aurov,  taxi  viv  oh  6d\iros  8eov, 
oii5'  u/xPpos,  ovdh  irvevfxdTwv  ovSeu  K\ovei, 
a\\  7]Sova?s  &ixox8ov  e^aipei  fiiov 
is  toO0',  (ois  ris  durl  irapQevov  ywtj 
KAriOfj,  Ad/it]  t'  iv  vvkt!  (ppovriScou  (icpos. 

This  sentiment   reappears    in    frag.   517    of   the  poet,    and  also  in 
Euripides. 

1  vv.  294-334. 
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the  imperious  harshness  of  Clytemnestra  to  the  captive  Cassan- 
dra, and  may  possibly  have  been  composed  with  this  inten- 
tion. But  the  first  messenger,  who  has  heard  the  gossip  of  the 
town,  and  is  eager  to  make  himself  important,  comes  forward 
again,  as  soon  as  Lichas  has  entered  the  palace,  and  with  that 
love  of  telling  bad  news  which  infects  the  lower  classes,  informs 
the  queen  of  the  real  truth  about  Iole.  The  scene  in  which 
Deianira  extracts  the  confirmation  of  the  report  from  the  un- 
willing Lichas,  when  he  reappears,  is  one  of  the  finest  in  the 
tragedy.  The  largeness  of  heart  with  which  the  wife  treats  her 
husband's  passion  for  another  woman  is  far  more  splendid 
than  the  heroism  of  harder  women  on  matters  that  cannot 
touch  them  so  deeply. 1  We  must  remember  that  we  are  read- 
ing of  Greek  heroic  times  and  manners,  when  such  license 
was  freely  accorded  to  princes,  and  when  the  attachment  to 
Iole,  though  a  great  hardship  to  the  wife,  would  never  have 
been  regarded  as  a  breach  of  good  morals.  When,  therefore, 
some  critics  have  sought  the  tragic  justice  of  the  play  in 
Heracles'  punishment  for  conjugal  faithlessness,  they  have 
merely  talked  irrelevant  nonsense.  There  is  no  finer  conclusion 
of  a  fine  scene  than  the  chorus  which  follows,  and  which 
describes  the  desperate  conflict  of  Heracles  for  the  possession 
of  this  very  Deianira,  who  is  now  slighted  and  forgotten. 
Then  follows  the  hasty  resolve  of  the  wife  to  recover  her  hus- 
band by  the  potent  charm  of  Nessus'  garment,  her  fear  and 
forebodings  when  she  finds,  after  it  is  sent,  that  the  wool  with 
which  she  had  laid  on  the  unguent  had  been  consumed  when 
heated  by  the  sun.  She  anticipates  the  whole  catastrophe,  and 
is  now  as  clear  sighted  as  she  was  formerly  dull  of  inference. 
Then  comes  the  terrible  news  by  Hyllus,  and  his  fierce  accusa- 
tion of  his  mother,  who  rushes  in  the  silence  of  desperate  resolve 
from  the  stage.  After  an  interrupting  chorus,  her  death-scene 
is  affectingly  described,  so  affectingly  as  almost  to  rival  the  death 
-of  Alcestis  in  Euripides. 

1  Elle  ne  s'irrite  ni  contre  sa  rivale  ni  contre  Thomme  qui  la  trahit  :  sa 
douleur  est  celle  d'une  epousc,  et  non  pas  d'une  amante,  et  cette  nuance, 
qu'on  a  peine  a  exprimer,  est  indiquee  par  le  poute  avec  une  exquise  deli- 
catesse. — Patin,  Soplwcle,  p.  73* 
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Here  the  main  interest  in  the  piece  ends  for  moderns ;  and 
I  may  observe,  before  passing  on,  that  it  is  hardly  creditable  to 
the  critics  that  they  have  not  better  appreciated  so  noble  and 
natural  a  character.  Deianira  is  a  woman  made  to  surfer  and 
to  endure,  who  submits  to  a  hard  fate  with  patience  and  sweet- 
ness, but  whose  love  is  strong,  and  will  not  waver  with  the 
rudest  shocks.  When  she  sees  a  growing  beauty  brought  into 
the  home  in  which  years  and  anxieties  have  caused  her  own 
charms  to  decay,  she  has  recourse  to  a  remedy  ordinary  in 
those  days,  and  approved  by  the  maidens  who  befriend  her. 
And  yet  this  device  of  the  gentle,  uncomplaining  wife  lets 
loose  'a  terrific  agency  which  robs  all  Greece  of  its  greatest 
benefactor,  and  the  human  race  of  its  proudest  hero.  The 
oracle  must  indeed  be  fulfilled ;  Heracles  must  die,  but  with 
what  tragic  irony  !  The  wretched  worker  of  the  catastrophe 
wanders  for  a  while  through  the  house,  amazed,  aimless,  heart- 
broken, bursting  into  tears  at  every  familiar  face  and  object, 
then  with  sudden  resolve  she  bares  her  side,  and  strikes  the 
sword  into  her  heart  ! 

But  among  the  ancients,  the  official  catastrophe,  the  lyrical 
wailing  of  Heracles,  his  wrestling  with  agony,  and  final  victory, 
his  calm  review  of  his  life — all  this  was  far  more  celebrated  and 
striking.  Such  lyrical  dialogues,  when  the  excited  actor  spoke 
in  turn  with  the  chorus,  were  highly  prized  on  the  Greek  stage, 
and  were  a  leading  feature  in  most  tragedies.  Cicero  '  gives  us 
a  version  of  the  agony  of  Heracles,  and  there  are  many  modern 
French  versions.  Seneca  and  Ovid  have  reproduced  the 
story,  but  have  altogether  missed  the  delicacies  of  Sophocles' 
treatment.  Among  French  imitators  by  far  the  best  was 
Fenelon,  who  has  given  a  very  elegant  prose  version  in  his 
Telemaque.  All  the  rest,  for  want  I  suppose  of  both  taste  and 
knowledge  of  Greek,  followed  Seneca's  travesty. 

§  189.  The  CEdipus  Tyrannus,  which  serves  as  a  sort  of  canon 
in  the  Poetic  of  Aristotle,  has  been  placed  by  the  scholiasts,  and 
by  most  modern  critics,  at  the  very  summit  of  Greek  tragic  art, 
and  certainly  dates  from  the  best  period  of  Sophocles'  literary 
life.      But  when  some  exercise   their  ingenuity  in  suggesting 

1   Tusc.  ii.  8-9. 
13* 
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that  the  opening  scene  was  painted  from  the  horrors  of  the 
plague  at  Athens,  and  that  by  CEdipus  the  poet  means  to  con- 
vey the  failure  of  Pericles,  and  his  melancholy  death,  they  seem 
to  have  actually  found  the  one  impossible  date  for  the  play.  The 
Lacedaemonians,  in  opening  the  war,  had  demanded  from  Athens 
the  exile  of  Pericles,  as  blood-guilty  through  his  ancestors  in  the 
massacre  of  the  Kylonians,  and  had  affected  to  make  the  refusal 
their  casus  belli.  To  bring  out  the  CEdipus,  when  this  demand, 
and  the  plague  which  shortly  after  ensued,  were  still  fresh  in 
men's  minds,  would  not  only  have  been  a  profound  disloyalty  to 
the  Athenian  cause,  and  a  justification  of  Sparta,  but  a  direct 
personal  attack  on  the  memory  of  Pericles.  We  know  that 
Sophocles,  of  ail  Athenians,  was  most  free  from  personal  ani- 
mosities, and  we  have  also  reason  to  think  he  was  a  friend  of 
Pericles.  This  period,  therefore,  of  the  poet's  life  is  the  only 
one  at  which  the  CEdipus  cannot  have  been  brought  out 

It  may  perhaps  rather  be  referred  to  an  earlier  period,  when 
sceptical  opinions,  and  especially  a  contempt  of  oracles,  came 
into  fashion  with  the  rising  generation  during  the  supremacy  of 
Athens.  The  moral  lesson  conveyed  is  distinctly  the  im- 
portance of  oracles  and  prophecies,  which  interpret  to  men 
the  secret  and  inexplicable  ways  of  Providence,  and  the  awful, 
nay,  to  us  disproportionate,  vengeance  which  ensues  upon  their 
neglect.  This  apparent  injustice  is  even  vindicated  as  being 
the  necessary  course  of  the  world  appointed  by  its  ruler,  Zeus 
■ — in  fact,  by  an  appeal  to  religious,  as  distinguished  from 
moral,  laws. 

The  progress  of  the  play  is  so  well  known  that  I  will  only 
notice  its  perfections  and  defects  from  a  critical  point  of  view. 
Nothing  can  be  nobler  and  more  natural  than  the  opening 
dialogue  of  CEdipus  and  the  priest,  and  in  this,  and  the  short 
scene  when  Creon  appears  with  the  answer  of  the  oracle,  the 
character  of  CEdipus,  as  an  able,  benevolent,  but  somewhat 
self-conscious  man,  is  laid  clearly  before  us.  The  old  objec- 
tion, why  the  murder  of  Laius  had  never  been  before  investi- 
gated, may  be  coupled  with  another,  why  the  plague  had 
been  so  long  delayed,  seeing  that  the  cause  of  it  existed  since 
CEdipus  had  come  to  Thebes.     These  difficulties  are,  however, 
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not  objections  to  the  play,  but  to  the  supposed  antecedents 
of  the  play,  though  they  are  real  objections.  Sophocles 
would  probably  have  answered  them  by  saying  that  he 
sought  a  dramatic  situation  in  which  to  develop  the  character 
of  his  hero,  and  that  he  despised  such  inquiries  into  an- 
tecedent probabilities.  But  unnatural  assumptions  cannot 
enter  a  work  of  art  with  impunity,  and  nature  will  avenge 
herself  upon  the  artist,  however  great,  as  we  shall  see  in 
the  sequel  of  this  very  play.  The  choral  hymn  to  Apollo,  as 
the  healer,  which  follows,  is  among  the  finest  of  Sophocles' 
choral  odes.  Indeed,  if  we  except  the  second  Gidipus,  the 
choruses  of  this  play  are  much  grander  than  is  usual  with 
Sophocles  ;  and  this  is  attributable  to  the  character  of  the 
chorus,  which  here,  if  anywhere,  is  the  ideal  spectator,  though 
not  without  some  touches  of  vulgar  complaisance.1  But  the 
principal  character  maintains  an  importance  so  much  higher 
than  in  Sophocles'  other  plays,  that  the  chorus  assumes  the  purer 
function  of  observing  the  action,  rather  than  that  of  encouraging 
or  deprecating  the  hero's  sentiments. 

Passing  by  the  imprecation  scene,  v^liich  has  greatly  benefited 
by  Ribbeck's  transposition  of  a  few  lines,2  we  come  to  the  unwil- 
ling appearance  of  Teiresias,  the  impatience  of  CEdipus,  and  a 
consequent  angry  wrangle,  in  which  the  outspokenness  of  the 
prophet  seems  to  me  a  great  flaw  in  a  play  so  much  admired  for 
the  gradual  development  of  the  plot.  Teiresias  tells  him  so  ex- 
plicitly that  he  is  the  murderer  of  Laius,  and  is  the  husband  of 
his  mother,  that  a  man  who  knew  his  Corinthian  parentage  was 
doubtful,  that  an  oracle  had  predicted  to  him  these  very  crimes, 
and  that  he  had  committed  a  homicide,  could  not  but  hit  upon 
the  truth.  In  fact  he  does  so  presently  at  a  far  less  obvious  sug- 
gestion of  Iocasta's.  The  excuse  for  this  defect  is,  I  suppose, 
that  CEdipus  was  in  a  rage  when  Teiresias  discloses  the  facts, 
and  that  his  rage  makes  him  perfectly  blind.  But  this  seems 
to  me  too  artificial  an  answer  to  the  objection,  though  it  has  been 
urged  as  a  subtle  psychological  point,  that  the  same  man  who 
cannot  perceive  the  plainest  indications  in  the  heat  of  dispute, 

1  Cf.  Patin,  SopJwcle,  p.  183. 

2  vv.  252-72  before  v.  246  ;  cf.  Beinhardy,  LG.  iii.  p. 355. 
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when  he  calms  down,  fastens  on  a  trivial  detail  in  friendly  con- 
versation, and  starting  from  it,  unravels  for  himself  the  whole 
mystery.  The  spectator  is  hurried  on  by  the  angry  violence 
of  CEdipus,  who  turns  accuser  instead  of  defendant,  and 
roundly  charges  both  Teiresias  and  Creon  with  being  the  real 
murderers  of  Laius,  and  accomplices  in  seeking  to  oust 
from  the  kingdom  its  rightful  lord.  But  surely  here  the 
antecedent  improbabilities  assert  themselves  with  irrefragable 
force.  If  the  murder  of  Laius  and  the  present  events  were  in- 
deed twenty  years  apart,  the  charge  of  CEdipus  becomes 
ridiculous.  The  ambitious  claimants  for  the  throne  murder 
Laius,  and  then  rest  silent  for  twenty  years,  when  they  vamp  up 
a  charge  of  the  murder  against  his  long-established  successor  ! 
The  matter  will  not  bear  the  light  of  common  sense,  unless  we 
conceive  the  murder  followed  closely  by  the  accession  of  CEdipus, 
the  plague,  and  the  threatening  oracle.  But  here  the  legend 
which  gives  time  for  the  birth  of  four  children  seems  to  interpose 
an  impassable  barrier.  The  important  tragic  point  to  be  noted 
in  this  dispute  is  that  the  violence  of  CEdipus,  and  especially 
his  sneers  at  the  venerable  and  respected  soothsayer,  are  meant 
to  palliate  our  sense  of  horror  at  the  extremity  of  his  punishment. 
The  same  may  be  said  of  Iocasta,  whose  feeble  and  shallow 
scepticism  is  with  great  skill  represented  by  the  poet  as  failing 
in  the  hour  of  terror  and  of  need.  Her  account  of  the  death 
of  Laius,  intended  to  soothe  CEdipus,  is  so  framed  as  to  stir  up 
his  deepest  mind  with  agitation,  and  that,  too,  by  means  of  an 
apparently  trifling  detail.  Even  though  the  plain  speaking  of 
Teiresias  had  more  than  prepared  us,  this  passage  is  of  the 
greatest  dramatic  beauty.  Indeed,  these  double  confidences  of 
the  husband  and  wife  form  a  scene  which  has  perhaps  not  been 
equalled  of  its  kind.  The  result  is  now  plain  before  CEdipus' 
mind,  yet  he  and  Iocasta  cling  to  the  faint  hopes  arising 
from  false  details  of  the  murder.  It  is  very  remarkable  that 
the  chorus,  here  rising  above  the  special  situation,  sings  a 
solemn  ode  1  upon  the  insolence  and  folly  of  scepticism, 
and  the  decay  of  belief  in  the  old  tenets  of  religion.  At  its 
close  Iocasta  appears,  bearing  suppliant  offerings  to  the  god 

1  w.  860-910. 
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whose  oracles  she  has  just  despised,  but  to  whom  she  turns  in 
dismay  at  the  mental  agony  of  her  husband,  for  which  she  can 
find  no  remedy. 

The  appearance  of  the  messenger  announcing  the  death 
of  Polybus  seems  too  late  in  the  play,  and  the  sudden  return  of 
CEdipus  to  confidence  on  this  point  a  mistake.  He  had  long 
ago  doubted  his  alleged  origin,  and  the  previous  course  of 
the  play  had  so  confirmed  these  doubts,  that  his  easy  accep- 
tance of  the  solution  is  not  natural,  and  is  a  flaw  in  the  work. 
At  an  earlier  period,  and  just  after  the  warnings  of  Teiresias, 
we  may  fancy  such  a  delay  in  the  catastrophe  better  placed. 
But  the  intention  of  the  poet  is  here  to  approach  the  second 
crime  of  CEdipus,  his  incestuous  marriage,  and  he  approaches 
it  with  the  somewhat  ridiculous  fears  of  CEdipus  that  he 
may  unwittingly  marry  the  aged  Merope,  whom  he  knows 
perfectly  well.  This  leads  to  the  final  explanation  of  his 
birth,  and  presently  of  the  details  of  his  father's  murder, 
which  the  Corinthian  messenger,  the  aged  shepherd,  and  the 
king  discover  in  a  dialogue  of  awful  and  breathless  interest.  I 
will  only  notice  from  the  end  of  the  play  that  the  character  of 
Creon  is  that  of  a  calm  and  just  ruler,  far  different  from  his 
figure  in  the  Antigotie,  and  also  that  in  his  lamentations 
CEdipus  lays  great  and  natural  stress  on  the  indelible  stain 
which  adheres  to  his  daughters,  and  which  will  make  their 
marriage  impossible — a  consideration  never  mentioned,  I  think, 
in  the  Antigone.  This  proves,  if  it  be  necessary  to  prove  it,  the 
complete  independence  of  these  plays,  which  critics  are  always 
citing  in  connection,  when  they  discuss  the  characters  of 
Sophocles,  and  wish  to  explain  the  unresolved  harshness  of  his 
morality.  The  concluding  scene  with  "his  infant  daughters  is 
very  affecting,  but  thoroughly  Euripidean,  and  may  be  intended 
to  introduce  the  softer  element  of  pity  where  terror  too  much 
predominates. 

Indeed,  the  whole  play  is  a  terrible  exhibition  of  the  iron 
course  of  Fate,  which  ensnares  even  great  and  good  men  in 
its  adamantine  chains,  and  ruins  the  highest  human  prosperity 
with  calm  omnipotence.  There  can  be  no  crime  urged  against 
CEdipus  and  his   parents  but  the  neglect  of  oracles,  or  an 
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attempt  to  evade  them,  and  it  is  evidently  this  scepticism  cr 
carelessness  which  brings  upon  them  consequences  too  horrible 
to  bear.  I  do  not  think  that  the  haughtiness  of  CEdipus — a 
feature  which  the  Greeks  did  not  consider  inconsistent  with  an 
ideal  character — has  any  direct  relation  to  the  catastrophe,  and 
the  homicide  was  evidently  regarded  not  as  an  act  of  violence, 
but  of  fair  retaliation,  until  the  person  of  the  victim  throws 
a  horrible  complexion  over  the  act,  and  makes  it  a  hideous 
crime.  After  all,  CEdipus  is  but  the  plaything  of  an  awful 
destiny;  he  suffers  without  adequate  evil  desert ;  and  the  lesson 
of  the  play  is  not  that  of  confidence  in  the  final  result  of  a 
great  moral  struggle,  but  rather  of  awe  and  despair  at  the  possible 
cruelties  of  an  arbitrary  and  irresponsible  Fate. 

It  may  have  been  this  grave  objection,  it  may  have 
been  its  orthodoxy,  or  it  may  have  been  the  defects  of  plot 
above  noticed,  which  caused  its  defeat  by  a  play  of  Philocles, 
or  brought  out  by  Philocles,  the  nephew  of  ./Eschylus, 
at  the  same  time.  Subsequent  criticism  has  reversed  this 
decision.  Not  only  is  the  very  name  of  Philocles'  play  for- 
gotten, but  the  scholiasts  and  other  critics  express  their  wonder 
at  the  bad  taste  of  the  Athenian  public,  and  exhaust  themselves 
in  praise  of  the  CEdipus  Tyrannus.  Seneca  spoilt  it  in  a 
rhetorical  version.  Among  the  moderns,  both  Corneille  (1659) 
and  Voltaire  composed  plays  on  this  subject,  not  to  speak  of 
inferior  attempts.  Corneille  added  amorous  and  poetical  in- 
trigues, and  borrowed  rather  from  Seneca  than  from  Sophocles. 
Voltaire  degraded  it  into  a  formal  attack  on  the  justice  and  wis- 
dom of  the  gods — in  fact,  a  vehicle  for  the  scepticism  which  he 
preached.  Many  faults  of  economy  in  his  play,  which  dis- 
satisfied him  as  an  early  and  crude  production,  have  been 
noticed  by  his  own  Lcttrcs.  The  CEdipus  of  Dryden  and  Lee, 
given  in  1679,  is  one  of  the  few  adaptations  of  the  Greek  drama 
upon  the  English  stage,  fortunately  preoccupied  by  an  indi- 
genous growth.  Dryden's  play  does  not  avoid  any  of  the 
faults  of  the  French  stage — pompousness,  needless  complication, 
irrelevant  love  affairs,  false  rhetoric — and  is,  moreover,  said  to 
have  added  some  of  those  to  be  found  in  his  own  country. 

§  190.  A  very  different  picture  is  presented  to  us  by  the 
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CEdipus  at  Colonns,  wherein  the  poet,  probably  in  later  years, 
seems  to  have  softened  and  purified  the  figure  of  the  deeply 
injured  hero  by  a  noble  and  dignified  end.  We  know  that  the 
play  was  not  exhibited  till  four  years  after  Sophocles'  death,  and 
tradition  speaks  of  it  as  the  last  composed  by  the  old  man  ; 
but  later  critics  seem  more  disposed  to  place  its  composition 
in  the  best  period  of  his  life.1  I  hardly  think  their  arguments, 
based  on  its  purity  of  metre  and  strength  of  diction,  will  weigh 
against  the  current  tradition,  backed  up  by  the  strong  feeling 
of  every  reader  from  Cicero  to  our  day,  that  its  mildness 
and  sadness,  nay  even  its  weariness  of  life,  speak  the  long 
experience  and  sober  resignation  of  an  old  man  near  the 
grave.  The  choral  odes  are,  however,  far  more  brilliant  and 
prominent  than  those  of  the  Philoctetes,  whose  late  date  is  un- 
doubted, and  indeed  the  chorus  holds  a  sort  of  ^Eschylean 
position  in  the  play.  The  lyrical  writing,  especially  in  the 
choral  odes  on  Colonus,  and  on  the  miseries  of  human  life,  may 
safely  be  pronounced  the  most  perfect  we  possess  of  the  poet's 
remains.  Nevertheless,  the  moral  attitude  of  the  chorus  in  the 
action  is  low  and  selfish.  Their  attempt  to  break  faith  with 
CEdipus,  their  vulgar  obtrusiveness  about  his  past  history, 
and  the  rapid  change  in  their  estimate  of  him,  when  they 
find  he  will  be  useful  to  them — all  these  features  mark  the 
vulgar  public  which  ordinarily  appears  in  the  Greek  tragic 
chorus.  The  play  may  be  composed  with  some  reference  to 
the  earlier  CEdipus,  at  least  with  the  intention  of  soften- 
ing the  cruel  treatment  of  CEdipus,  which  is  there  portrayed. 
Though  worn  out  with  age  and  suffering,  there  is  a  splendid 
dignity  about  him,  a  consciousness  of  innocence,  an  oft-ex- 
pressed conviction  that  he  did  all  his  so-called  crimes  un- 
wittingly, and  without  moral  guilt,  and  that  he  is  justified  by 
the  important  mission  assigned  him  by  the  gods — that  of  pro- 

1  There  Lave  been  endless  discussions  as  to  the  date,  and  efforts  to 
deduce  it  from  the  political  temper  of  the  play,  and  its  very  friendly  allu- 
sions to  Thebes.  But  according  as  this  or  that  line  is  declared  spurious, 
or  this  or  that  passage  interpolated,  the  theories  vaiy,  and  the  doctors 
differ.  The  main  result  of  the  controversy  is  to  show  that  no  result  is 
attainable. 
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tecting  for  ever  the  land  which  affords  him  a  hallowed  resting- 
place.  He  even  approaches  with  assurance  and  without  fear  the 
dread  Eumenides,  whom  others  will  scarcely  name,  and  whose 
grove  men  hurry  by  with  averted  face.  This  spiritual  great- 
ness separates  the  dying  CEdipus  widely  from  King  Lear,  with 
whom  he  is  often  compared.  But  in  his  violent  and  painful 
execration  of  his  ungrateful  but  repentant  son — a  jarring  chord 
in  the  sweet  harmony  of  the  play — he  reminds  us  of  the  angry 
old  man  in  Shakespeare,  though  still  more  of  his  vehement 
and  haughty  self  in  the  GZdipus  Tyrannus.  But  Creon  is 
here  changed,  and  represented  in  his  low  and  insolent  type, 
as  in  the  Antigone.  This  heroine,  also,  is  not  consistently 
drawn,  and  does  not  here  manifest  the  strong  features  which 
Sophocles  had  given  her  in  his  early  play.  These  points  show 
how  little  the  Athenian  public  cared  to  compare  the  plays  of 
different  years,  and  how  little  they  attached  a  fixed  type  of 
character  to  mythic  names.  It  was  possibly  on  account  of 
these  liberties  that  the  tragic  poets  avoided  as  a  rule  the  Iliad 
and  Odyssey,  for  in  a  play  derived  from  them  any  marked  de- 
viation might,  perhaps,  have  offended  a  public  really  familiar 
with  their  texts. 

The  episode  of  Polynices,  though  it  delays  the  main  action 
of  the  play,  is  singularly  striking  from  the  contrast  it  affords  to 
the  position  of  CEdipus.  Both  father  and  son  are  approaching 
their  fate,  but  the  father,  an  innocent  offender,  and  purified  by 
long  suffering,  shines  out  in  the  majesty  of  a  glorious  sunset 
after  a  stormy  day  ;  while  the  son,  who  violated  his  filial  duties 
through  selfishness  and  hardness  of  heart,  is  promptly  punished 
by  exile  ;  but  even  when  apparently  repentant,  and  seeking 
forgiveness  for  his  offence,  the  leaven  of  ambition  and  revenge 
has  so  poisoned  his  heart,  that  when  stricken  by  his  father's 
awful  curse,  he  rashes  upon  his  doom,  partly  in  despair,  partly 
in  contumacy,  partly  from  vanity  and  a  fear  of  ridicule  : 

'  His  honour  rooted  in  dishonour  stood, 
And  faith  unfaithful  kept  him  falsely  true.' 

It  is  this  combined  insincerity  and  desperation   in  Polynices 
which  alone  can  justify  the  violence  of  CEdipus'  curse,  and  even 
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so  it  is  a  painful  prelude  to  his  solemn  translation  to  the  nether 
world. 

Nothing  at  first  sight  can  appear  to  modern  notions  more 
monotonous  than  the  way  in  which  (Edipus  fixes  himself  to 
the  single  spot  which  he  will  not  leave,  while  all  the  other 
characters  pass  in  succession  before  him.     But  nothing  could 
be-  more  pathetic  or  striking  to  the  Greek  mind  than  these 
divers  efforts  to  subdue  or  persuade  the   inflexible  old  man, 
whom  the   divine   curse   has  hardened  in  his   wrath.       The 
changing  scenes  give  endless  variety  to  the  monotony  of  the 
situation,  or  rather  of  the  main  figure,  whose   very  monotony 
is   his    greatness,  because  it  expresses  the  endurance  of  his 
misfortunes  and  of  his  hate.1     In  the  finest  and  truest  Eng- 
lish reproduction  of  Greek  tragedy — the  Samson  Agonistcs  of 
Milton — Samson,  who  has   great  points  of  resemblance  with 
ddipus,  occupies  a  similar   fixed  position,  while   the   vari- 
ous  actors  pass  before   him.     The   episode   of  Dalila   takes 
the    place   of    the    scene    with    Polynices,   and    brings    out 
the   angry  element   in  Samson.     There  are,   however,   many 
other    Greek    plays,  and    many  iEschylean   and   Euripidean 
features,  imitated  in  the  Samson,  though  all  these  materials 
are  fused   into    harmony  with    a    great    poet's   highest   art. 
The  commos  of  the   sisters   after  his    departure    is    the   es- 
sentially Greek  feature  of  the  play,   which   a   modern  writer 
would  omit,  but  which  is  formed  closely  upon  the  model  of 
the  end  of  ^Eschylus'  Seven  against  Thebes.     But  on  the  whole, 
for  vigour,   for  variety,   and   for  poetic   beauty,   no   play   of 
Sophocles  exceeds  this    (Edipus,  and  I  am  even  disposed  to 
agree   with   those  who  rank  it  the  first  of  his  dramas.      As, 
however,  each  new  critic  makes  this  assertion  about  a  different 
play,  it  is  idle  to  attempt  a  decision. 

The  essentially  antique  nature  of  the  tragedy,  its  special 
glorification  of  Theseus,  of  Athens,  of  Colonus,  made  it  less  fit 
than  others,  as  M.  Patin  observes,  for  modern  imitation. 
Nevertheless,  in  1778,  long  after  the  other  chefs eTceuvre  of  the 
Greek  drama  had  been  imitated  or  travestied  on  the  French 
stage,  Ducis  brought  out  his  GLdifie  chez  Admete,  a  sort  of  com- 
1  Cf.  Villemain,  Lift,  du  xviii  "  siich,  iii.  p.  312. 
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bination  of  the  CEdipus  Coloneus  with  Euripides'  Alcestis,  which 
seems  as  much  imitated  from  King  Lear  as  from  CEdipus,  and 
misses  the  perfections  of  both.  An  abridged  and  altered  version 
appeared  in  1797  under  the  exact  title  of  the  Greek  play. 
There  was,  moreover,  an  opera  on  the  same  subject,  with 
music  by  Sacchini,  brought  out  in  1787.  An  imitation  by 
Chenier,  which  is  not  much  praised  by  the  critics,  and  one  by 
the  Italian  Niccolini,  who  translated  some  of  ^Eschylus'  plays, 
are  the  most  important  modern  attempts  in  this  special  field. 
In  all  the  French  imitations  the  Christianity  of  the  writers  was 
so  shocked  by  the  relentless  cursing  of  Polynices  by  CEdipus, 
that  they  reject  this  feature,  and  introduce  a  scene  of  forgive- 
ness, which  the  gods,  however,  will  not  ratify.  The  worship  of 
old  Greek  poetry  in  the  eighteenth  century  was  as  inaccurate  as 
the  worship  of  Greek  architecture.  In  both  the  results  were  at- 
tempted without  any  real  knowledge  of  the  principles  involved, 
or  of  the  spirit  which  produced  every  detail  in  strict  harmony 
with  the  original  design,  and  for  some  definite  purpose  beyond 
mere  ornament. 

§  191.  In  variety  and  richness  the  play  just  considered  con- 
trasts strongly  with  the  Ajax,  which  stands  perhaps  more  re- 
mote than  any  of  Sophocles'  works  from  modern  notions.1  If 
a  modern  dramatist  were  told  to  compose  a  play  upon  such  a 
subject — the  madness  of  a  hero  from  disappointed  ambition, 
the  carnage  of  flocks  of  sheep  in  mistake  for  his  rivals  and 
judges,  his  return  to  sanity,  remorse  and  suicide,  and  a  quarrel 
about  his  funeral — he  would,  I  suppose,  despair  of  the  materials  ; 
and  yet  Sophocles  has  composed  one  of  his  greatest  character 
plays  upon  it.  There  is  no  finer  psychological  picture  than  the 
awakening  of  Ajax  from  his  rage,  his  deep  despair,  his  firm 
resolve  to  endure  life  no  longer,  his  harsh  treatment  of 
Tecmessa,  and  yet  his  deep  love  for  her  and  his  child.  Even 
his  suicide  is  most  exceptionally  put  upon  the  stage,  for  the 
purpose,  I  think,  of  the  most  splendid  monologue  which 
Greek  tragedy  affords  us.  He  is  for  one  day,  we  are  told, 
under  the  anger  of  Athene,  and  if  he  can  escape  it,  he  will  be 

1  The  interesting  parallel  of  the  Hercules  Furens  of  Euripides  will 
come  under  discussion  in  the  chapter  on  that  poet. 
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safe,  and  this  inspires  the  spectator  with  a  peculiar  tragic  pity, 
when  he  sees  a  great  life  lost,  which  might  so  easily  have  been 
saved.  But  the  action  of  Athene  is  not  otherwise  of  import- 
ance in  the  play.  She  appears  not  at  the  end  (as  usual),  but 
only  at  the  opening,  and  in  those  hard  and  cruel  features 
which  are  familiar  to  us  in  Homer.1  Thus  in  this  play  also, 
religion  and  morals  are  dissociated,  no  doubt  unconsciously, 
by  the  tragic  poet,  who  sought  to  be  a  moral  teacher  of  his 
people.  This  momentary  introduction  of  gods  at  the  open- 
ing and  close  of  tragedies  shows  plainly  the  process  of 
humanization  which  was  completed  by  Euripides,  and  which 
made  the  gods  a  mere  piece  of  stage  machinery,  tolerated 
by  tradition,  but  only  to  be  called  in  when  the  web  of  human 
passion  required  prompt  and  clear  explication.  But  in  old 
Greek  plays  they  furthermore  performed  the  important  tragic 
service  of  justifying  the  cruel  side,  the  iron  destiny,  of  the 
drama.  They  were  the  main  agents  in  purifying  the  terror 
of  the  spectator,  which  had  else  been  akin  to  despair  at  the 
miseries  entailed  by  necessity  upon  the  human  race. 

As  regards  the  haughty,  unyielding  character  of  Ajax,  I 
cannot  agree  with  the  critics  that  the  poet  meant  to  regard 
his  pride  as  justly  punished,  and  meant  to  show  that  brute 
force  must  succumb  to  a  heroism  tempered  by  wisdom  and 
forethought.  This  would  be  to  assume  that  the  Ajax  of  the 
play  was  the  hero  of  the  Iliad,  which  is  not  the  case. 
Sophocles'  Ajax  is  not  the  least  wanting  in  refinement,  or  in 
sensitiveness,  nay,  his  appeal  to  all  the  calm  beauty  of  nature 
around  him,  in  contrast  to  his  own  misery,  his  undisguised 
lamentations  and  despair,  show  a  mind  which  steels  itself  with 
effort  to  a  high  resolve,  and  which  does  not  possess  the  brute 
courage  of  insensibility.  Moreover,  he  consistently  considers 
himself  unjustly  treated,  and  would  never  acquiesce  in  the  fair- 
ness either  of  the  decision  of  the  Atridse  or  of  the  persecution 
of  Athene.  And  in  this  conviction  he  draws  even  the  modern 
spectator  with  him,  far  more  the  Greek  public,  which  did  not 

1  I  am  bound  to  say  that  M.  Patin,  an  excellent  critic,  speaks  of 
Athene's  language  as  'grave  and  sublime,'  and  regards  her  as  a  lofty  ex- 
ponent of  moral  laws.     Let  the  reader  of  the  play  judge  between  us. 


308  HISTORY  OF  GREEK  LITERATURE.  CH.  xvi. 

reprove  self-assertion  except  as  dangerous  on  account  of  the 
jealousy  of  the  gods.      The  inferiority  of  Odysseus  in  perso- 
nal courage  is  brought  out  pointedly  in  the  very  first  scene, 
but  at  the  same  time  his    prudence  and  his  favour  with  the 
gods.      His  appearance  at  the  end  of  the  play  is  calm  and 
dignified,  but  having  obtained  a   complete  victory   over   his 
rival,  we  feel  that  his  generosity,  though  just  what  it  ought  to 
be,  is  cheap,  and  consists  merely  in  the  absence  of  vindictiveness. 
The  whole  of  the  wrangling  scene  between  the  Atrid^e  and 
Teucer  concerning  the  burial  of  Ajax,  is  very  inferior  to  the 
earlier  part  of  the  play,  is  called  '  rather  comic '  by  the  scholiast, 
and  is  certainly  open  to  all  the  criticism  brought  against  the 
wrangling  scenes  in  Euripides.     Some  critics  even  think  it  the 
addition  of  an  inferior  hand  to  an  unfinished  play  of  Sophocles. 
But  this  is  mere  random  effort  to  save  the  uniform  greatness  of 
a  poet,  who  was  known  by  the  ancients  to  be  unequal,  and 
often  to  sink  to  an  ordinary  level.     The  Atridoe  are  drawn  as 
vulgar  tyrants,  and  without  any  redeeming  feature.     It  was  of 
course  fashionable,  in  democratic  Athens,  to  make  every  ab- 
solute ruler  a  villain,  so  much  so  that  respectable  actors  would 
not  play  such  ungrateful  parts.     The  Tecmessa  of  the  play  is  a 
patient,  loving  woman,  almost  as  tragic  as  Andromache,  who 
attracts  the  reader  from  the  outset,  and  seems  to  me  far  more 
interesting,  and  more  natural,  than  the  poet's  fierce  and  wran- 
gling heroines.      The  choral  odes  are  not  very  striking,  if  we 
except    a   beautiful    hyporcheme   to    Pan.1     The    chorus    is 
throughout  the  confidant  of  Tecmessa,  and  by  their  conversa- 
tions the  action  is  artfully  disclosed  ;  they  are  also  the  affec- 
tionate followers  of  Ajax,  though  they  do  not  forget  that  their 
personal  safety  depends  upon  him.     The  praise  of  Salamis,  and 
the  glory  of  a  hero  from  whom  the  proudest  Athenians  claimed 
descent,  were  collateral  features  likely  to  recommend  the  play  to 
an  Athenian  audience. 

The  story  of  the  suicide   of  Ajax,   though  alluded  to  in 

the    Odyssey,  when  Odysseus   encounters   the   shade  of  the 

hero  in  the   nether   world,2  was  boi rowed  by  Sophocles  from 

the  Little  Iliad   of  Lesches.     It  had  already  afforded  yEs- 

1  w.  692,  sq.  -  a,  541-64. 
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chylus  the  subject  of  a  trilogy,  in  which  the  middle  piece 
described  the  suicide  in  very  different  terms,  laying  special 
stress  on  the  supposed  invulnerability  except  in  a  single  spot, 
which  his  evil  fate  discloses  to  him.  Sophocles,  too,  com- 
posed a  Tcuh'os  and  an  Eurysakes,  but,  as  was  his  custom, 
without  mutual  connection.  No  subject  was  more  attractive 
to  the  Greeks  than  this  dispute  of  Ajax  and  Odysseus. 
Besides  the  tragedies,  there  were  celebrated  pictures  of  it  by 
Timanthes  and  Parrhasius,  and  rhetorical  versions  of  it,  such 
as  that  alluded  to  in  the  tragedy  of  the  rhetor  Theodectes, 
in  Aristotle's  Rhetoric,  and  the  countless  imitations  of  Greek 
and  Roman  followers.  Ennius,  Pacuvius,  and  Attius  appear 
to  have  contaminated  ^Eschylus  with  Sophocles  in  their  ver- 
sions. A  fine  fragment  of  Pacuvius'  play  is  cited  by  Cicero.1 
Even  the  Emperor  Augustus  attempted  an  Ajax,  but  told  a 
courtly  inquirer  '  that  his  Ajax  has  fallen  upon  the  sponge.'  In 
Ovid's  Metamorphoses  2  there  is  an  elegant  version,  and  both 
Horace  and  Juvenal  allude  to  it  as  the  best  known  of  sub- 
jects, both  for  moral  and  scholastic  purposes.3  There  was  a 
parody  of  the  rhetorical  exercises  in  the  Menippea  of  Varro. 
We  may  judge  from  these  incomplete  details,  that  of  all  the 
subjects  handled  upon  the  Attic  stage,  none  was  more  widely 
popular  among  the  Romans.  The  modern  version  of  Sivry 
(1762)  is  so  ridiculous  as  to  excite  the  amusement  of  even 
French  critics.  The  reader  will  find  a  sketch  of  it  at  the  close 
of  M.  Patin's  admirable  chapter,  which  I  have  here  mainly 
followed. 

§  192.  We  close  our  list  with  the  Philoctetes,  in  which  Ger- 
man critics,  since  the  ascertainment  of  its  date  (409  B.C.),  have 
found  marks  of  decaying  power,  which  were  formerly  unknown, 
and  which  would  doubtless  be  again  ignored  if  our  information 
were  found  incorrect.  The  Philoctetes  is,  like  the  Ajax  and  the 
Antigone,  essentially  a  drama  of  character ;  the  interest  of  the 
plot  is  nothing  as  compared  to  the  study  of  the  characters  of 
Philoctetes  and  Neoptolemus,  The  whole  piece  is  Euripidean 
in  construction.     There  is  indeed  no  proper  prologue,  but  the 

1  De  Orat.  ii.  46.  2  Lib.  xii. 

3  Cf.  Sat.  ii.  3,  1S7,  sq.  ;  Od.  i.  7,  21  ;  ii.  4.    Juvenal,  Sat.  xiv.  283. 
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dialogue  of  Odysseus  and  Neoptolemus,  in  which  the  formei 
explains  the  object  of  their  mission,  answers  the  purpose.  He 
tells  how  the  Greeks  on  their  way  to  Troy  had  been  obliged,  at 
his  advice,  to  leave  on  this  island  of  Lemnos,  where  the  scene 
is  laid,  the  hero  Philoctetes,  who  had  been  bitten  by  a  vipei 
in  the  foot  on  the  neighbouring  isle  of  Chrysa,  and  whose 
cries  and  execrations,  as  well  as  the  disgusting  nature  of  his 
wound,  made  him  intolerable  to  his  friends.  But  now  the  seer 
Helenus  has  foretold  that  Troy  cannot  fall  without  him  and 
his  famous  arrows  of  Heracles,  and  so  Odysseus  has  undertaken 
to  bring  him  back.  For  this  purpose  he  associates  with  him 
the  youthful  Neoptolemus,  who  had  no  share  in  the  abandon- 
ment of  Philoctetes,  and  to  whom  he  suggests  a  fictitious  account 
of  a  quarrel  with  the  Atreida?  about  Achilles'  arms,  which  had 
sent  him  home  to  Scyros  in  disgust,  as  a  suitable  means  of  en- 
trapping Philoctetes  on  board,  and  carrying  him  back  to  Troy. 
Neoptolemus  protests  strongly  against  lying,  but  is  easily — 1 
think  too  easily — seduced  by  the  prospect  of  the  glorious  con- 
sequences of  his  deceit.  Accordingly,  he  undertakes  his  part, 
and,  upon  Odysseus  retiring,  is  presently  hailed  with  delight  by 
Philoctetes,  whose  den  or  cave  he  had  at  the  opening  of  the 
play  already  found,  with  manifest  tokens  of  the  hero's  misery 
and  his  loathsome  disease.  A  long  series  of  mutual  con- 
fidences between  the  heroes  takes  place,  Neoptolemus  in  par- 
ticular telling  his  father's  friend  all  the  doleful  tidings  of  the 
great  heroes  who  had  fallen  before  Troy.  But  at  last  he  bids 
him  farewell,  and  is  about  to  leave  for  his  vessel,  when  Philoc- 
tetes addresses  him  with  a  very  touching  appeal  not  to  leave 
him  on  this  desolate  and  desert  island,  but  to  take  him  away 
to  his  home. 

This  celebrated  speech,  in  Sophocles'  best  style,  is  one  of 
the  great  beauties  of  the  play,  but  is  not,  I  think,  naturally 
introduced.  It  was  no  part  of  Neoptolemus'  scheme  to  seem 
hard-hearted,  or  to  treat  Philoctetes  as  anything  but  an  old 
guest-friend,  nor  can  we  see  how  his  assumed  heartlessness, 
which  is  with  difficulty  overcome  by  the  chorus,  is  in  any  way 
calculated  to  increase  the  confidence  of  his  victim.  As  they 
are  delaying   their   departure,   a   pretended  merchant   comes 
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to  tell  Neoptolemus  that  the  Greeks  have  sent  Phcenix  and 
the  Tyndaridre  to  fetch  him  back,  and  then  throws  in  by  acci- 
dent that,  according  to  the  oracle,  Diomede  and  Odysseus 
were  also  coming  for  Philoctetes.  This  urges  the  latter  to 
depart ;  but  while  returning  to  his  den  to  gather  some  leaves 
which  he  used  as  anodynes,  he  is  overtaken  by  a  paroxysm  of 
his  disease,  which  rends  him  with  such  anguish  that  he  sur- 
renders his  bow  and  arrows  to  Neoptolemus,  saying  that  of 
him  he  will  take  no  oath  for  their  safe  keeping,  and  sinks  into 
deep  sleep.  This  episode  seems  to  have  been  imitated  from 
the  Philoctetes  of  ^Eschylus.  The  chorus  at  once  suggest  that 
they  should  decamp  with  the  Aveapons.  To  this  Neoptolemus 
will  hardly  deign  a  reply,  and  presently  Philoctetes  revives  re- 
freshed, and  again  master  of  himself.  Then  Neoptolemus  breaks 
to  him  the  news  that  he  must  go  to  Troy,  and  refuses  to  give  him 
back  his  bow.  But  he  is  so  shaken  by  the  powerful  appeal  of 
Philoctetes  that  he  is  about  to  yield,  when  he  is  stopped  by  the 
opportune  advent  of  Odysseus,  who  immediately  assumes  a  tone 
of  command,  insists  on  carrying  off  Philoctetes  by  force,  or  if 
not,  threatens  to  carry  his  arms  to  Troy,  and  wield  them  himself, 
or  place  them  in  the  hands  of  Teucer.  The  prayers,  the  lamen- 
tations, the  execrations  of  Philoctetes  are  passionate  beyond 
the  utterance  of  any  other  Greek  hero ;  but  he  is  not  for  one 
moment  to  be  shaken  in  his  resolve,  that  neither  by  force 
nor  persuasion  will  he  return  to  Troy.  At  last  the  others 
leave  him,  the  chorus  being  ordered  to  wait  for  a  few  mo- 
ments, as  the  lonely  man  supplicates  to  have  human  company, 
and  despairs  at  another  return  to  solitude.  Then  follows  the 
great  scene  where  Neoptolemus  comes  back,  followed  anxiously 
by  Odysseus,  who  exhausts  arguments  and  threats  to  dissuade 
him  from  his  resolve.  He  has  been  conquered  by  Philoctetes' 
iron  constancy,  and  determines  to  give  him  back  his  arms.  He 
then  beseeches  him,  on  the  ground  of  gratitude,  to  change  his 
purpose,  and  come  to  Troy ;  but  Philoctetes,  though  far  more 
sorely  tried  by  kindness  than  by  fraud  or  force,  is  still  absolutely 
firm.  Thus  he  finally  conquers  Neoptolemus,  all  the  policy  of 
Odysseus  is  set  at  naught,  and  the  miserable  suppliant  in  rags 
and  tears,  whose  lamentations   have  occupied   the   stage   for 


312  HISTORY  OF  GREEK  LITERATURE,    ch.  xvi. 

many  scenes,  is  actually  leaving  the  island  victorious,  and  on 
the  way  to  his  home,  when  this  conclusion,  which  would  violate 
all  mythic  history,  is  reversed  by  the  divine  interposition  of 
Heracles,  who  directs  him  to  return  to  Troy,  and  aid  in  the 
destruction  of  the  city. 

A  more  manifest  character  play  cannot  be  conceived.  The 
hero  is  in  rags  and  in  misery,  his  lamentations  have  offended 
ancient  philosophers,  as  teaching  unmanliness,  and  occupied 
modern  critics,  as  requiring  justification  on  aesthetic  grounds. 
But  the  constancy  and  inflexible  sternness  of  an  unimpression- 
able, blunt  nature  is  no  interesting  psychological  fact,  nor  do 
we  come  to  admire  Philoctetes'  heroism,  till  we  are  made  fully 
to  feel  the  horror  of  his  condition,  and  the  despair  which 
filled  his  mind.  The  character  of  Neoptolemus  has  been 
greatly  and  perhaps  unduly  praised.  His  spasmodic  chivalry  is 
after  all  that  of  a  youthful  enthusiast,  who  spoils  a  great  policy, 
and  endangers  the  life  of  a  far  greater  hero.  For  it  seems  to 
me  that  Odysseus  is  clearly  intended  to  be  the  great  man  in 
the  play.  An  Athenian  audience  did  not  censure  his  duplicity 
as  we  do,  but  thought  it  more  than  justified  by  the  important 
ends  he  had  in  view.  No  doubt  many  of  them  regarded  Neo- 
ptolemus as  an  obstinate  young  fool,  whose  misplaced  gene- 
rosity would  have  foiled  a  great  national  cause,  had  the  gods 
not  miraculously  interfered.  I  will  only  repeat  that  this  play 
contains  most  of  the  features  objected  to  by  the  critics  in 
Euripides,  who  even  speak  as  if  the  latter  had  invented  the 
knave-Odysseus,  a  conception  probably  dating  from  the 
comedies  of  Epicharmus,  and  perhaps  as  old  as  the  Cyclic 
poems. 

The  story  of  Philoctetes  is  alluded  to  by  Homer  in  the 
Catalogue  of  the  Iliad  and  by  Pindar  in  his  first  Pythian  ode,  but 
was  taken,  like  many  other  tragedies,  from  the  Little  Iliad  by 
Sophocles,  who  seems  however  to  have  added  the  all-impor- 
tant part  of  Neoptolemus.  The  subject  had  already  been 
handled  both  by  ./Eschylus  and  by  Euripides,  the  Philoctetes 
even  of  the  latter  preceding  that  of  Sophocles  by  more  than 
twenty  years,  for  it  is  ridiculed  in  the  Acharnians  of  Aristo- 
phanes.    But  both  these  poets  had  represented  the  island  of 
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Lemnos  as  inhabited,  and  the  chorus  was  composed  of  the 
natives,  whereas  Sophocles,  far  more  poetically,  though  unhis- 
torically,  makes  it  a  savage  desert.  Both,  again,  seem  to  have 
represented  the  hero  vanquished  by  having  his  arms  purloined, 
whereas  Sophocles  makes  him  superior  even  to  this  fierce  com- 
pulsion. In  ^Eschylus  Odysseus  was  so  aged  as  not  to  be 
recognised  by  Philoctetes ;  in  Euripides,  Athene  had  disguised 
him.  These  and  other  details  are  given  by  Dion  Chrysostom, 
who  not  only  compares  the  three  works,  but  gives  an  ab- 
stract of  the  opening  scenes  of  Euripides'  play. '  It  appears 
manifest  that  in  this  case,  at  all  events,  Sophocles  had  far  sur- 
passed both  his  rivals.  There  were  also  versions  by  Philocles, 
Antiphon,  and  Theodectes,  and  a  play  of  Attius,  founded 
apparently  on  that  of  ^schylus,  and  of  which  a  good  many 
fragments  remain.  Cicero  cites  it,  and  Ovid  touches  the  story 
in  his  Metamorphoses.  Quintus  Calaber  not  only  gives  us  a  full 
account  of  Philoctetes  at  Lemnos,  probably  according  to  the 
version  of  Euripides,  but  brings  him  to  Troy,  and  thus  to  the 
period  handled  in  another  play  of  Sophocles.  In  modern  days, 
Fenelon  has  an  elegant  prose  paraphrase  in  his  Telemaque,  re- 
markable for  its  simplicity  and  faithfulness,  when  we  consider 
the  ridiculous  travesty  of  Chateaubriand  (1754),  who  attempts 
endless  improvements  on  Sophocles.2  He  gives  Philoctetes  a 
daughter  Sophia,  with  a  governess,  in  order  that  Neoptolemus 
may  fall  in  love  with  Sophia  !  The  version  of  La  Harpe  ( 1783) 
is  less  ridiculous,  but  not  more  faithful.  The  Greek  play  itself 
has  been  more  than  once  performed  in  French  seminaries, 
owing  to  the  interest  excited  by  Fenelon's  paraphrase. 

§  193.  We  need  not  delay  in  this  history  over  the  Frag- 
ments, which  are  only  of  interest  to  the  very  special  student  of 
Sophocles.3  In  no  case  can  we  reconstruct  the  plan  of  any  lost 
drama  from  them,  even  with  the  help  of  the  fragments  of 
Attius  and  Pacuvius,  who  imitated  him,  though  loosely.  The 
myths  he  used,  and  the  possible  conjectures  as  to  their  treat- 
ment, have  been  classified  and  expanded,  with  endless  learn- 

1  These  interesting  passages  from  Dion's   orations  are  cited  in  full  in 
Dindorf's  edition  of  the  fragments  of  Euripides'  play. 

-  See  Patin,  p.  146.  3  Cf.   Prof.  Campbell's  Sop/iocfrs,  ch.  xv. 
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ing,  by  Welcker,1  in  whose  great  work  the  curious  student  may 
see  how  small  is  the  result  of  all  his  combinations.  As  I  re- 
marked above  (p.  283),  a  great  many  of  the  fragments  are  mere 
citations  of  yXuxrvai,  or  curious  words,  which  the  poet  used, 
and  which  form  a  strange  and  exceptional  vocabulary.  A  few 
passages  have  been  preserved,  for  their  beauty  and  philosophic 
depth,  by  Stobaeus ;  others  are  cited  by  the  scholiast  on  Euri- 
pides as  parallel  passages.     The  finest  is  probably  the  following  : 

'D.  ircub'es,  7;  toi  Kvnpis  ov  Kvwpis  fiovov, 
dAA.'  earl  ttoWwv  dfo/xdrcou  iirwuv^xos. 
iaTLV  f.dv"AiSr]s,  ecrTj  8'  &<pQnos  fila, 
icrriv  8e  Avcraa  fxaivas,  %gtl  8'  'ifxtpos 
aKparos,  ecrr'  01/J.ooy/j.os.    iv  Ktlvri  to  irav, 
aitiohatov,  rjcrvxcuou,  is  Plav  ayov. 
tvrrjKeTai  yap  irvev/j.Si'wi',  ocrois  tvi 
^vxh-     tIs  oi>x>-  TTjoSe  rrjs  Oeov  /3opa  ; 
eiVepx6ral  M**'  'tX^vwv  ■""Aojt^  yiva, 
eveffTi  8'  iv  x*Pffov  TeTpaovceAe?  yovrj- 
vtajxB.  8'  i v  oluvoiffi  rovKeivrjs  nrepov, 
iv  Qopcrlv,  iv  fSporoiffw,  iv  deoTs  avw. 
TtV  ov  iraXaiovo-'  is  rpls  eK/3aAAei  Oewv  ; 
6i  fj.01  Qifus,  Oi/xts  8e  Td\rj6?i  Aeyeiv, 
Aios  rvpavvu  irvevfj.Svaiv  '  &vev  Sopos, 
avev  cn8?';pou  iravra  toi  cvvTefj-veTaL 
Ki/irpis  Ta  Qvi)twv  Kal  6euv  fiovAzv/j.ct.Ta. 

But  there  are  fine  thoughts  and  rich  poetic  expressions  to  be 
found  scattered  everywhere  through  them. 

§  194.  The  technical  improvements  made  by  Sophocles  in  his 
tragedies  were  not  many  or  important.  He  reduced  the  chorus, 
it  is  said,  from  fifteen  to  twelve.  He  added  a  third  actor,  and 
in  the  (Edipus  at  Colonics  a  fourth  may  possibly  have  been  em- 
ployed. Above  all,  he  abandoned  the  practice  of  connecting 
his  dramas  in  tetralogies,  and  introduced  the  competing  in 
single  tragedies  with  his  rivals.  As  they,  however,  continued  to 
write  in  tetralogies,  it  is  a  riddle  which  none  of  our  authorities 

1  We  are  accordingly  not  surprised  to  hear  (Schol.  in  Elect.  87,  on 
yrjs  IffSfioip'  arip)  that  he  was  parodied  by  the  comic  poet  Pherecrates. 
This  is,  perhaps,  the  only  hint  we  have  of  any  criticism  upon  the  Attic 
darling  in  his  own  day. 
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have  thought  fit  to  solve  for  us,  how  a  fair  competition  could 
be  arranged  on  such  terms.1  He  is  also  said  to  have  added 
seriography,  or  artistic  decoration  of  the  stage,  with  some 
attempt  at  landscape  painting — an  improvement  sure  to  come 
with  the  lapse  of  time,  and  marked  accidentally  as  to  date 
by  Sophocles.  But  these  outward  changes,  in  themselves 
slight,  are  the  mark  of  far  deeper  innovations  in  the  tone  and 
temper  of  Greek  tragedy.  Sophocles  is  not  the  last  of  an 
old  school ;  he  is  not  the  pupil  of  ./Eschylus :  he  is  the  head 
of  a  new  school  ;  he  is  the  master  of  Euripides.  We  still 
possess  his  own  judgments  as  regards  both  these }  oets,  and  his 
relation  to  them.  Plutarch  reports  him  to  have  said2  :  '  that 
having  passed  without  serious  effort  through  the  grandiloquence 
of  ^Eschylus,  and  then  through  the  harshness  and  artificiality  of 
his  own  (earlier)  style,  he  had  at  last  adopted  his  third  kind  of 
style,  which  was  most  suited  to  painting  character,  and  (therefore) 
the  best.'  Whatever  reading  we  adopt,  the  sense  as  regards 
^Eschylus  seems  certainly  to  be  that  in  early  years,  and  before 
he  had  seriously  settled  down  to  write,  he  had  got  rid  of  any 
dominant  influence  from  ^Eschylus.  We  have  indeed  no 
traces  of  yEschylean  style  or  of  ^Eschylean  thinking  in  any  of 
the  plays  or  fragments  ;  but  there  is  ground  for  separating  the 
second  (Edipus  and  the  Philoctetes  from  the  rest,  and  regard- 
ing them  as  the  representatives  of  the  milder  and  smoother 
tone   of  his    ripest    years.      But    who    can    deny   that    this 

1  We  should  be  disposed  to  question  the  truth  of  the  statement,  which 
rests  upon  Suidas  alone,  and  refer  it  merely  to  the  disconnecting  of  plays 
in  subject,  which  were  yet  performed  successively,  were  not  all  the  didas- 
caliae  silent  concerning  any  trilogy  or  tetralogy  of  Sophocles,  while  they 
frequently  mention  them  in  Euripides,  and  speak  of  the  practice  as  still 
subsisting.  The  satyric  dramas  of  Sophocles,  which  can  hardly  have  been 
acted  by  themselves,  seem,  however,  to  prove  that  Sophocles  brought  out 
several  plays  together,  though  he  is  always  reported  to  have  conquered 
with  one.     We  have  not  sufficient  evidence  to  solve  this  puzzle. 

2  Here  is  the  text  of  this  much  disputed  passage  :  wcrirep  yap  6  2.  %Aeye, 
rbv  AiVx^Aou  oiaireTraix&s  ujkov,  elra  rb  iriKpbv  Kal  KaTa.TexV0V  TVS  avrov 
KaraaKevrjs,  rp'iTOV  -JjSrj  rb  rrjs  Ae'|ea>s  jiieTa/jaAAeii/  [/xeTaAafiuv]  eJSos,  6Vep 
iariv  TidiKunarov  koL  ^Atkttov.  The  word  Siantiraixto'S  troubles  the  critics, 
w  ho  suggest  Siair(ir\aK(is,   Siaireirkixus,  and  SiairecpEvyws. 
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change  of  style  was  most  probably  caused  by  the  rivalry  of 
Euripides  ?  For  there  is  in  the  earlier  plays  a  great  deal  of 
that  affected  ingenuity  of  diction,  which  Thucydides  describes 
(in  the  mouth  of  Cleon)  as  the  fashion  of  those  days  at  Athens. 
Prose  writing  had  sprung  up,  political  speeches  were  becoming 
frequent,  and  the  historian  paints  with  curious  felicity  the  re- 
spective efforts  of  the  speakers  and  the  audience  in  that  too 
highly  tempered  generation — the  one  to  astonish  by  some  new 
and  unexpected  point ;  the  other  to  outrun  the  speaker,  and 
anticipate  the  surprise.  Thus  Sophocles,  like  the  speakers  in 
Thucydides,  plays  at  hide-and-seek  with  his  hearers,  and  often 
when  his  expression  seems  at  first  sight  easy,  a  further  reflection 
discloses  unobserved  difficulties  and  new  depths  of  meaning. 
In  this  I  would  compare  him  to  his  greatest  Roman  imitator, 
Vergil,  who,  under  an  apparent  smoothness  of  style,  hides  great 
difficulties,  and  often  new. and  unsuspected  meanings.1  But 
the  easy  and  transparent  writing  of  Euripides  must  have  im- 
pressed his  generous  rival,  and  hence  we  may  reckon  this  to  be 
one  of  the  points  in  which  Sophocles  improved  by  contact  with 
his  great  successor  in  art.  Nor  was  the  influence  limited  to 
mere  style.  The  scholiast  at  the  close  of  the  Orestes,  in  com- 
menting on  the  melodramatic  2  endings  of  the  Alccstis  and 
Orestes,  notes  that  the  Tyro  of  Sophocles  ended  with  a  happy 


recognition  scene. 


§  195.  The  contrast  between  the  poets  is  said  (in  Aristotle's 
Poetic)  to  have  been  expressed  by  Sophocles  in  the  famous  words, 
'  that  he  had  painted  men  as  they  ought  to  be,  Euripides  as  they 
were.'  After  many  years'  study  of  both  poets,  and  after  a  careful 
reading  of  all  the  expositions  of  this  passage,  and  proofs  of  it,, 
offered  by  the  critics,  I  am  obliged  to  state  my  deliberate 
opinion  that,  if  Sophocles  intended  to  say  this,  it  is  not  true. 
There   is    no    kind   of  heroism   in   Sophocles    to   which   we 

1  This  is  the  description  of  Vergil's  style  which  I  have  often  heard  from 
the  lips  of  the  late  Dr.  James  Henry,  who  knew  more  than  all  the  rest  of 
the  world  put  together  about  Vergil.  He  used  to  say  that  the  obvious 
meaning  was  very  frequently  the  wrong  meaning  in  Vergil,  and  could  be 
proved  so. 

-  He  calls  them  comic,  by  which  he  of  course  means  like  the  new 
comedy. 
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cannot  find  adequate  parallels  in  Euripides ;  there  are  no 
human  weaknesses  or  meannesses  in  Euripides  which  we 
cannot  fairly  parallel  in  the  scanty  remains  of  Sophocles,  and 
which  would  not,  in  my  firm  conviction,  be  amply  paralleled 
had  we  larger  means  of  comparison.  The  chorus,  which  in 
yEschylus  was  a  stirring  actor  in  the  progress  of  the  play, 
was  not  by  Euripides,  but  by  Sophocles  first  degraded  to  be 
a  mere  spectator  of  the  action — sometimes  an  accomplice, 
sometimes  a  mere  selfish,  sometimes  an  irrelevant,  observer. 
Rags  and  lamentations  are  not  monopolised  by  Euripides, 
neither  are  dishonesty  and  meanness  the  apanage  of  his  stage. 
The  wrangling  of  heroes  and  heroines  is  as  common  in  the 
model  poet  as  in  his  debased  successor.  Thus  we  can  hardly 
defend  the  statement  even  if  we  interpret  it,  as  Welcker  does, 
to  mean  this  :  that  Sophocles  represented  men  as  a  tragic  poet 
ought  to  represent  them,  Euripides  as  they  were.  It  is  a  far 
more  probable  and  modest  translation,  yet  even  here  we 
are  not  borne  out  by  the  facts.  But  there  is  in  any  case 
one  point  of  real  importance  in  the  remark.  It  implies  the 
essential  truth  that  Sophocles,  like  Euripides,  made  the  charac- 
ters and  passions  of  men  his  object,  and  did  not  dwell  upon  the 
Divine  or  supernatural  element  in  the  moral  order  of  the 
world.  As  Socrates  brought  down  philosophy,  so  Sophocles 
brought  down  tragic  poetry  from  heaven  to  dwell  upon  earth. 
The  gods  are  thrown  into  the  background,  and  are  there 
merely  to  account  for  moral  difficulties,  and  justify  cruelties 
which  human  reason  cannot  but  resent.  In  his  latest  play  (the 
Philoctetes),  the  Dens  ex  machina  actually  comes  in  to  reverse 
the  result,  and  undo  all  that  has  been  so  laboriously  worked 
cut  by  human  passion  and  human  resolve.  There  is  here 
already  a  great  gulf  separating  us  from  yEschylus — a  difference 
in  kind  ;  we  can  pass  over  to  Euripides  easily,  and  by  an  ill- 
defined  boundary. 

§  196.  Nevertheless,  ancient  and  modern  critics  have  agreed 
to  place  Sophocles  first  among  the  Attic  tiagedians.  Though 
an  inferior  poet  to  ^schylus,  and  an  inferior  philosopher  to 
either,  Sophocles  must  be  regarded  a  more  perfect  artist.  It 
is  for  this   reason   that   he  was  so  perpetually  imitated  by  the 
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Romans  and  the  French,  while  among  our  deeper  poets  both 
^Eschylus  and  Euripides  have  maintained  a  greater  influence. 
For  as  an  artist,  as  a  perfect  exponent  of  that  intensely  Attic 
development  which  in  architecture  tempered  Doric  strength 
with  Ionic  sweetness,  which  in  sculpture  passed  from  archaic 
stiffness  to  majestic  action,  which  in  all  the  arts  found  the 
mean  between  antique  repose  and  modern  vividness,  as  the 
poet  of  Athens,  in  the  heyday  of  Athens,  Sophocles  stands 
without  an  equal.  His  plots  are  more  ethical  than  those  of 
Euripides,  his  scepticism  is  more  reverent  or  reticent,  his 
religion  more  heartfelt.  He  does  not  disturb  his  hearers  with 
suggestions  of  modern  doubts  and  difficulties.  He  is  essentially 
evicoXoc,  as  Aristophanes  calls  him,  without  angles  or  contra- 
dictions. And  thus  he  is  wisely  set  aside  by  the  comic  critic 
in  the  great  controversy  between  the  old  and  the  new,  for  he 
belonged  to  the  new,  and  yet  had  not  broken  with  the  old.  I 
will  only  add  that  his  greatness  has  been  enhanced  by  the  pre- 
servation of  only  a  few,  and  those  his  greatest,  works.  Had  we 
eight  or  ten  additional  plays,  of  the  quality  of  the  Trachinicz — 
for  the  poet  was  known  to  be  unequal  in  power — the  compari- 
sons with  Euripides,  who  has  survived  in  his  weakness  as  well 
as  his  strength,  might  possibly  have  been  more  just  and  a  little 
less  foolish. 

§  197.  Bibliographical.  The  recension  of  the  text  of  our  extant 
plays  depends  altogether  on  the  Medicean  codex,  already  men- 
tioned in  connection  with  ^Eschylus.  From  it  was  derived  the 
Edilio princeps  of  Aldus  (Venice,  1502),  a  beautiful  little  book, 
and  not  uncommon  in  good  libraries.  Three  of  the  plays,  the 
Ajax,  Elcdra,  and  CEdipus  Tyrannus,  were  much  more  studied 
than  the  rest,  and  exist  in  many  MSS.,  which  are,  however,  not 
so  pure,  and  have  been  corrupted  in  the  Byzantine  age.  From 
this  inferior  text  came  all  the  editions  from  Turnebus  (1533)  to 
Brunck  (1786),  who  first  recognised  the  superior  value  of  the 
Medicean  text,  which  has  been  followed  by  all  subsequent  editors. 
In  the  present  century  the  three  editions  of  G.  Hermann  (1817- 
48),  those  of  Wunder,  of  G.  Dindorf,  of  Schneidewin  and  Nauck, 
of  Bergk,  are  best  known.  We  have  besides  English  editions  by 
Dale,  Blaydes,  Campbell,  and  of  some  of  the  plays  (by  Professor 
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Jebb)  in  the  Catena  Classicorum  published  at  Cambridge.  On 
the  whole,  the  text  is  not  so  corrupt  as  that  of  the  other  dra- 
matists, although,  apart  from  the  Byzantine  corruptions,  the 
German  critics  have  noted  many  lines  which  they  suppose  due 
to  early  stage  traditions,  nay  even  some  of  them  to  the  family 
of  Sophocles.  It  is  obvious  that  when  we  throw  back  interpola- 
tions to  such  an  age,  their  discovery  depends  altogether  on  sub- 
jective taste,  and  need  not  detain  us  here.  The  reader  will  find 
these  suspected  lines  printed  at  the  foot  of  Dindorf 's  text  in  his 
Poctce  scenici  and  elsewhere. 

There  is  a  good  deal  of  sound  ancient  learning  preserved  to 
us  in  the  prefaces  and  scholia,  first  published  by  Lascaris  at 
Rome  (1518)  without  the  text,  then  by  Junta  at  Florence  in 
1544,  and  then  several  times  before  the  edition  of  Stephanus  in 
1568.  The  best  of  the  notes  came  from  what  are  called  the 
bn-ofivrifiaTioTai,  who  certainly  as  early  as  the  Alexandrian 
period  wrote  on  the  text,  and  collected  the  DidascalicB  as  to  the 
performances.  Aristophanes  is  known  to  have  paid  attention 
to  Sophocles.  Aristarchus  is  also  named,  but  Didymus  seems 
the  chief  source  of  the  extant  scholia.  Those  on  the  CEdipus  at 
Colonics  are  particularly  good.  There  is  a  good  edition  of 
the  scholia  by  Elmsley  and  Gaisford  in  1826,  and  several 
special  lexicons  of  Sophocles'  language,  of  which  the  best  are 
those  of  F.  Ellendt,  and  of  G.  Dindorf :  the  latter  was  prose- 
cuted by  Ellendt's  representatives,  and  the  edition  suppressed, 
so  that  copies  of  this  most  valuable  book  are  now  scarce.  Of 
complete  translations  the  most  celebrated  among  the  many 
German  is  that  of  Donner ;  other  scholars,  like  Scholl  and 
Bockh,  have  done  single  plays.  The  French,  besides  the 
imitations  above  cited  under  the  separate  plays,  have  the  Theatre 
of  Brusmoy,  and  Villemain  mentions  with  praise  a  literal  ver- 
sion of  Sophocles  by  Malezieux.  In  English  we  have  Potter 
{1 788),  and  in  our  own  day  Dale,  whose  book  I  have  in  vain 
endeavoured  to  find  ;  also  Mr.  Plumptre's  version — a  meri- 
torious work,  and  several  plays  ably  done  by  Prof.  L.Campbell. 
Special  studies  on  Sophocles,  both  generally  and  on  particular 
plays,  are  endless  in  Germany.  Welcker's  is  of  course  the 
most  exhaustive  ;  Klein's,  inaccurate  and  canricious,  but  very 
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suggestive;  Bernhardy's,  simply  laudatory  and  full  of  empty 
wordiness  in  criticism,  together  with  deep  and  accurate  learn- 
ing as  to  facts.  Our  great  living  poets,  who  are  accomplished 
Grecians,  have,  so  far  as  I  know,  said  nothing  of  consequence 
on  Sophocles.1 

1  Professor  Campbell's  monograph  now  supplies  the  English  reader 
with  a  detailed  and  most  enthusiastic  estimate  of  the  poet's  genius  and  of 
his  extant  plays.  It  will  be  observed  that  none  of  the  points  in  which  I 
have  suggested  imperfections  are  adopted  by  Mr.  Campbell,  and  that  the 
poet  is  everywhere  vindicated  from  any  attempt  (I  will  not  say  at  adverse, 
but  even)  at  independent  criticism.  Though  I  deeply  respect  this  simple- 
hearted  enthusiasm,  it  does  not  appear  to  me  the  best  way  of  stimulating 
the  study  of  any  writer;  and  hence  I  do  not  regret  that  the  views  set  forth 
in  the  previous  chapter  were  written  and  printed  before  I  had  the  advan- 
tage of  being  influenced  by  the  elaborate  panegyric  of  so  competent  a 
scholar.  I  will  not  attempt  to  criticise  his  work,  which  differs  from  mine 
mainly  in  this  contrast  of  spirit,  and  no  doubt  in  the  greater  elegance  of 
its  language,  but  will  only  add  that  there  are  many  facts  in  the  history  of 
the  poet  and  his  works  which  may  be  learned  from  the  present  chapter  even 
after  the  perusal  of  his  more  elaborate  work. 


CHAPTER  XVII. 

Euripides. 

§  198.  Euripides  was  born  in  the  year  of  the  battle  of  Salamis 
(480  b.c.) — nay,  according  to  the  legends,  on  the  very  day  of 
the  battle  (20th  of  Boedromion) — and  apparently  on  the  island, 
whither  his  parents  had  fled,  with  other  Athenians,  for  refuge.  * 
He  is  said  to  have  afterwards  had  a  fancy  for  this  island,  and  to 
have  composed  his  tragedies  there  in  a  retired  spot,  within  view 
of  the  sea,  from  which  he  borrows  so  many  striking  metaphors. 
His  father,  Mnesarchus  or  Mnesarchides,  is  said  to  have  for- 
merly lived  in  Boeotia,  but  most  probably  as  a  foreigner,  and 
afterwards  in  the  Attic  deme  of  Phlyi'a,  according  to  Suidas. 
Some  of  the  Lives  say  he  was  a  petty  trader,  but  this  is  incon- 
sistent with  his  son's  apparent  wealth  and  literary  leisure,  and 
would  hardly  have  been  passed  over  in  silence  by  Aristo- 
phanes. The  mother's  name  was  Kleito,  and  she  was  perpe- 
tually ridiculed  by  the  comic  poets  as  an  herb-seller.  The 
story  is  most  probably  false,  and  rests  upon  some  acci- 
dental coincidence  of  name,  or  some  anecdote  which  gave 
contemporaries  a  sufficient  handle  for  their  joke,  though  it 
is  lost  to  us.  The  youthful  poet  is  said  to  have  been  trained 
with  some  success  for  athletic  contests  by  his  father,  and 
perhaps  to  this  we  may  ascribe  the  strong  contempt  and 
aversion  with  which  he  speaks  of  that  profession.  There 
were,  moreover,  pictures  shown  at  Megara,  which  were  ascribed 
to  him,  so  that  he  evidently  had  the  reputation  of  a  man  of 
varied  culture.  But  he  abandoned  his  earlier  pursuits,  whatever 
they  may  have  been,  for  the  study  of  philosophy  under  Anaxa- 
goras,  probably  also  Protagoras,  and  possibly  Prodicus,  and  in 
mature  life  seems  to  have  stood  in  close  contact  to  Socrates. 
He  was  essentially  a  student,  and  such  a  collector  of  books 
that  his  library  was  famous,  but  he  took  no  part  in  public 
14* 


322  HISTORY  OF  GREEK  LITERATURE,  ch.  xvit. 

affairs.1  But  he  began  at  the  age  of  twenty-five  to  compete  in 
tragedy  (with  his  Peliades),  and  continued  all  his  life  a  prolific 
and  popular,  though  not  a  successful  poet.  He  was  known  to 
have  won  the  first  prize  only  five  times,2  though  he  may  have 
written  ninety  tragedies,  and,  even  if  we  hold  him  always  to  have 
contended  with  tetralogies  (or  trilogies  followed  by  a  satyric  or 
melodrama),  must  have  contended  over  twenty  times.  He  was 
twice  married,  and  unfortunately:  first  to  Chcerile,  who  was 
mother  of  his  three  sons,  Mnesarchides,  a  merchant;  Mnesilo- 
chus,  an  actor;  and  the  younger  Euripides,  who  wrote  dramas, 
and  brought  out  some  of  his  father's  posthumous  works,  such  as 
the  Iphigenia  in  Aulis,  and  Bacchcc,  The  comic  poets  do  not 
scruple  to  reflect  upon  the  unfaithfulness  of  his  wives,  and 
deduce  from  it  his  alleged  hatred  of  women.  Late  in  life  he 
removed  to  the  court  of  Archelaus  of  Macedon,  where  he  was 
received  with  great  honour,  and  wrote  some  plays  (especially 
the  Archelaus  and  Bacchce)  on  the  local  legends.  He  appears  to 
have  died  there  at  the  age  of  seventy-four,  having  been  attacked 
and  torn  by  sporting-dogs,  which  were  set  upon  him  maliciously. 
He  was  honoured  with  a  pompous  tomb  in  Macedonia,  and  a 
cenotaph  at  Athens,  on  which  the  historian  Thucydides  is  said 
to  have  inscribed  an  epitaph.3 

1  His  moral  portrait  cannot  be  better  expressed  than  in  the  words  in 
which  he  may  possibly  have  meant  to  describe  his  own  aspirations  : — 

HALLOS  OITTIS  T7JS  iCTTOpiaS 

e<TXe  fJ-o-Srimv 

/U7)T6  iroXiTwv  lw\  irrjfj.O(Tvvr]v 
firiT   els  clS'ikovs  irpa^as  opixav, 
a.\\'  aOavdrov  KaQopwv  (pi/ffeus 
KoafAOV  ayripuiv,  irrj  re  avviarr) 

KCU   OTTT]   Kal   OTTCOS. 

roTs  8e  tolovtols  oi>S£7T0t'  alffxpuv 
tpyoov (UeAeVrj.ua  Trpoai(ei  (fr.  902). 

2  Cf.  the  learned  and  interesting  note  in  Meineke's  Comic  Fragments, 
ii.  p.  904,  on  the  small  number  of  victories  gained  by  the  greatest  poets, 
and  the  frequent  preferment  of  obscure  names.  It  was  not  unfrequent,  as  he 
notes  in  the  text,  for  great  poets  to  be  even  refused  a  chorus  by  the 
aichon,  a  slight  of  which  both  Sophocles  and  Cratinus  had  to  complain. 

3  v.vi\ixa  fj.ev  'EWas  airaff'  EvpnriSov,  ocrrea  8'  t(TXil 
77}  Ma/ceSaii/ '  t;j  yap  5e'|aTO  repfia  @iov. 

Trarpls  8'   'EAA.d5os  'EAAas-,  'Adrji/ai.  ir\e?(XTa  Se  Moiaas 
Tep'l'O.':   V  inWSiv  Kal  rbv  twatvov  %XeL- 


CH.  xvii.        HIS  PERSONAL   CHARACTER.  323 

The  aged  Sophocles  is  said  to  have  shown  deep  sorrow  at  the 
death  of  his  rival,  in  this  contrasting  strongly  with  Aristophanes, 
who  chose  the  next  performance  for  his  bitterest  and  most 
unsparing  onslaught  upon  him  (in  the  Frogs).  The  poet  is  de- 
scribed, upon  not  the  highest  authority,  to  have  been  of  gloomy/ 
and  morose  temper,  hating  conviviality  and  laughter.  There  is 
no  Greek  author  whose  portrait  is  so  distinctive  and  familiar 
in  museums  of  ancient  art.  The  sitting  statue  in  the  Louvre,  and 
two  busts  at  Naples,  probably  copied  from  the  statue  set  up  by 
Lycurgus  in  the  theatre  at  Athens,  are  the  most  striking.  The 
face  is  that  of  an  elderly  and  very  thoughtful  man,  with  noble 
features,  and  of  great  beauty,  but  not  without  an  expression  of 
patience  and  of  sorrow  such  as  beseems  him  who  has  been 
well  called  der  Prophet  des  Weltschmerzes.  As  we  should  expect, 
the  face  is  not  essentially  Greek,  but  of  a  type  to  be  found 
among  thoughtful  men  of  our  own  day.  His  social  position 
and  comfortable  means  are  proved  not  only  by  his  possession  of 
a  valuable  library,  but  by  his  holding  one  or  two  priestly  offices, 
which  were  probably  rich  sinecures,  and  would  in  no  case  have 
been  intrusted  to  a  man  of  mean  origin  or  low  consideration. 

As  regards  the  possible  ninety-two  dramas  written  by  the 
poet,  the  ancients  seem  to  have  known  seventy-five,  of  which 
the  names,  now  partly  erased,  were  engraved  on  the  pedestal  of 
the  extant  sitting  statue.  We  possess  about  one  fifth  of  the 
number,  viz.  seventeen  tragedies  and  one  satyric  drama, 
excluding  the  Rhesus,  as  of  very  doubtful  authorship.  This  ' 
large  legacy  of  time,  if  we  compare  the  scanty  remains  of 
^Eschylus  and  Sophocles,  does  not  seem  to  comprehend  any 
choice  selection  of  his  chefs  d'ceievre,  but  a  mere  average  collec- 
tion, of  which  our  estimate  is  probably  lower  than  that  we 
should  have  formed,  had  fewer  plays,  and  the  best,  survived. 
The  dates  of  some  of  them  are  fixed  by  the  didascalioe,  and  of 
others  (partly  at  least)  by  the  allusions  in  Aristophanes'  plays. 
The  usual  d  priori  argument,  which  infers  from  laxity  of  metre  or 
style  either  crudity  or  decadence  of  genius,  fails  signally  in  the 
case  of  Euripides,  for  his  latest  plays  which  are  known  are  far 
stricter  in  form  than  others  preserved  from  his  middle  life,  such 
as  the  Helena. 
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§  199.  Innumerable  attempts  have  been  made  to  gather  from 
his  writings  an  estimate  of  his  politics,  of  his  social  views,  and  of 
his  religion.  But  although  the  ancients  have  led  the  way  in 
this  course,  and  have  everywhere  assumed  that  the  philosophic 
utterances  of  the  poet's  characters  were  meant  to  convey  his 
own  sentiments,  such  an  inference  must  be  very  dangerous  in 
the  case  of  a  thoroughly  dramatic  poet,  and  especially  a  dra- 
matic poet  who  paints  upon  his  stage  the  violence  of  human 
passion.  There  is  indeed  an  anecdote  of  little  authority,  but  of 
great  aptness,  preserved,  in  which  we  are  told  that  the  audience 
cried  out  against  the  immorality  of  the  praise  of  wealth  above 
virtue,  but  that  the  poet  himself  came  forward  and  bid  them 
wait  to  see  the  punishment  of  the  character  who  uttered  it.1 
Thus,  again,  had  the  famous  line,  '  my  tongue  has  sworn,  but  my 
heart  is  free,'  which  Cicero  and  others  quote  with  reprobation 
from  the  Hippolytus,  been  preserved  as  a  mere  fragment,  we 
could  not  have  known  that  this  very  speaker  actually  loses  his 
life  rather  than  break  his  oath.  It  is  therefore  an  inquiry  of 
great  interest,  but  of  greater  uncertainty,  to  reconstruct  this 
poet's  mind  from  the  words  of  his  characters,  and  with  this 
caution  I  refer  the  reader  to  the  special  tracts  of  Lubker, 
Haupt,  Goebel,  and  others,  as  well  as  to  the  fuller  work  of 
Hartung.  A  great  many  more  books  are  also  indicated  in 
the  exhaustive  discussion  of  Bernhardy.2  As  a  general  rule,  I 
should  be  disposed  to  lay  down  this  axiom,  that  the  poet's  own 
views  are  likely  to  be  found  either  (a)  in  the  soliloquies  of  his 
characters,  where  they  may  be  imagined  turning  to  the  audi- 
ence, or  (/3)  in  the  first  strophe  and  antistrophe  of  his  choruses, 
which  usually  express  general  sentiments,  before  passing  into  the 
special  subject  of  the  play  in  the  second  strophe.  I  have  else- 
where3 remarked  on  this  feature  in  Euripides.  But  of  course 
the  actors  may  have  had  some  conventional  sign  for  express- 
ing elsewhere  the  poet's  thoughts,  which  made  them  clear  to 
the  audience,  but  which  we  have  now  irreparably  lost. 

As  to  his  works  I  will  here  follow,  with  a  few  exceptions,  the 
order  critically  determined  by  W.   Dindorf,  noting  its  uncer- 

'  Cf.   Plutarch,  cited  on  the  passage  of  ihe/xion. 

8  Vol.  iii.  §  119.  3  Social  Greece,  p.  197. 
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tainties  as  we  proceed.  The  vexed  question  not  merely  of 
the  poet's  merits,  but  of  his  own  views  of  his  mission,  and  the 
consequent  intention  of  his  writing,  will  be  discussed  when  our 
survey  has  been  completed. 

§  200.  The  Alcestis  is  the  earliest  play  which  has  survived, 
if  it  was  performed  as  the  last  play,  along  with  the  Kprjaacu, 
'A\f.-/iraW  6  Sia  Vioficog,  and  TjjXe^oc,  in  01.  85,  2  (438  B.C.). 
But  as  the  same  prefatory  note  calls  it  his  sixteenth  work,  there 
may  be  something  wrong  in  the  figures,  for  he  probably  com- 
posed more  tragedies  before  that  date.  The  poet  obtained  the 
second  prize,  Sophocles  being  placed  first.  The  Telcphus  seems 
to  have  struck  the  fancy  of  the  age,  for  its  ragged  hero,  who 
suffered  from  an  incurable  and  agonising  wound,  like  Sophocles' 
Philoctetes,  is  often  ridiculed  by  Aristophanes.  But  to  us  the 
Alcestis  is  a  curious  and  almost  unique  example  of  a  great 
novelty  attempted  by  Euripides ' — a  novelty  which  Shaks- 
peare  has  sanctioned  by  his  genius — I  mean  the  mixture  of 
comic  and  vulgar  elements  with  real  tragic  pathos,  by  way 
of  contrast.  The  play  before  us  is  not  indeed  strictly  a 
tragedy,  but  a  melodrama,  with  a  happy  conclusion,  and  was 
noted  as  such  by  the  old  critics,  who  called  the  play  rather 
comic,  that  is  to  say,  like  the  new  comedies  in  this  respect. 
The  intention  of  the  poet  seems  to  have  been  to  calm  the 
minds  of  the  audience  agitated  by  great  sorrows,  and  to  tone 
them  by  an  afterpiece  of  a  higher  and  more  refined  character 
than  the  satyric  dramas,  which  were  coarse  and  generally  ob- 
scene. But  while  no  great  world-conflict  is  represented,  while  no 
mighty  moral  problem  is  held  in  solution,  there  are  a  series  of 
deep  and  practical  moral  lessons  conveyed  by  the  exquisite 
character-painting  of  the  play.  The  first  scene  is  between 
Apollo,  who  is  peculiarly  attached  to  the  house  of  Admetus, 
and  Death,  who  has  arrived  to  take  away  the  mistress  of  the 
nouse,  for  she  alone  has  consented  to  die  for  her  husband. 
There  is  something  comic  in  the  very  prologue,  which  describes 
how  Admetus,  '  having  tested  and  gone  through  all  his  friends, 

1  There  are  slight  touches  of  low  humour  in  the  watchman  and  the 
nurse  of  ^Eschylus,  but  only  in  special  scenes,  which  afford  but  a  momen- 
tary relief  in  the  saddest  and  severest  of  tragedies 
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his  aged  father  and  the  mother  who  bore  him,'  can  find  no  one 
else  to  volunteer  to  die  for  the  mere  purpose  of  saving  his  life. 
The  short  dialogue  between  Apollo  and  Death  is,  however,  very 
striking  and  justly  admired.  Then  enter  the  chorus  in  sus- 
pense, and  expecting  hourly  the  death  of  Alcestis,  but  they  are 
more  minutely  informed  in  the  matchless  narrative  of  a  waiting 
maid,  who  describes  how  Alcestis  bade  farewell  to  all  her  happi- 
ness, her  home,  her  children,  her  servants,  and  calmly,  though 
not  without  poignant  regrets,  faced  death  from  pure  self-denial 
for  the  sake  of  her  husband.  She  is  presently  led  in  by  him, 
and  in  a  most  affecting  dialogue  gives  him  her  parting  direc- 
tions, prays  him  not  to  replace  her  in  his  affections  by  a  second 
wife,  and  apparently  dies  upon  the  stage — a  most  exceptional 
thing  in  Greek  drama — amid  the  tearful  outcries  of  her  infant 
son  and  her  husband.  There  is  no  female  character  in  either 
yEschylus  or  Sophocles  which  is  so  great  and  noble,  and  at 
the  same  time  so  purely  tender  and  womanly. 

The  effect  is  heightened  by  the  contrast  of  Admetus,  whose 
selfishness  would  be  quite  grotesque  were  it  not  Greek.  After 
going  the  round  of  all  his  friends  in  search  of  a  substitute,  he 
deeply  resents  the  gross  selfishness  of  his  parents,  whose 
advanced  age  made  it  ridiculous,  in  his  opinion,  that  they  should 
not  sacrifice  themselves  for  his  comfort  He  complains  bitterly 
of  his  dreadful  lot  in  losing  so  excellent  a  wife,  but  here  again 
evidently  on  selfish  grounds,  and  vows  eternal  hatred  to  and 
separation  from  his  father,  who  comes  with  gifts  for  the  dead, 
and  defends  himself  against  his  son's  attack  by  protesting  his 
own  equal  love  of  life,  and  that  it  was  no  Greek  fashion  to 
sacrifice  the  parent  for  his  child.  This  is  the  only  feature  of  the 
play  which  modern  critics  have  been  able  to  reprehend,  and 
they  have  done  so  with  some  unanimity,  whether  they  regard  the 
play  as  one  of  the  worst  of  Euripides,  like  Scholl,  or  as  one  of  the 
best,  like  Klein  and  Patin.  It  seems  to  me  that  they  have  totally 
missed  Euripides'  point,  and  the  most  profound  in  the  play,  by 
this  criticism.  The  poet  does  not  conceive  the  sacrifice  of 
Alcestis,  as  the  speaker  in  Plato's  Symposiiun  (179  B)  does,  to 
be  a  sacrifice  of  one  lover  for  another — an  aspect  sure  to  pre- 
dominate in  all  the  modern  versions.     It  is  not  for  the  love  of 
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Admctus  that  she  dies.  She  represents  that  peculiar  female 
heroism,  which  makes  affection  the  highest  duty,  but  obeys  the 
demands  of  affection  in  the  form  of  family  ties,  as  the  dictates 
of  the  highest  moral  law.  We  see  these,  the  heroines  of  common 
life,  around  us  in  all  classes  of  society.  But  I  venture  to  assert 
that  in  no  case  does  this  heroic  devotion  of  self-sacrifice  come 
out  into  such  really  splendid  relief,  as  when  it  is  made  for  selfish 
and  worthless  people.  It  is  therefore  a  profound  psychological 
point  to  represent  Admetus  a  weak  and  selfish  man,  blessed,  as 
worthless  men  often  are,  by  special  favours  of  fortune  in  wealth 
and  domestic  happiness,  and  very  ready  to  perform  the  ordinary 
duties  of  good  fellowship,  such  as  hospitality,  but  wholly  un- 
equal to  any  real  sacrifice.  It  is  for  such  an  one  that  Alcestis 
dies — in  fact,  she  dies  not  for  Admetus,  but  for  her  husband  and 
children's  sake,  and  would  have  done  so  had  she  been  given  in 
marriage  to  any  other  like  person.  This  is  the  true  meaning  of 
those  disagreeable  but  profoundly  natural  scenes,  which  shocked 
those  advocates  of  rhodomontade  in  tragedy  who  make  Admetus 
vie  with  his  wife  in  heroism.  If  M.  Patin  holds  that  such  senti- 
ments, though  natural,  are  concealed  within  the  breast,  and 
never  confessed,  he  forgets  that  Euripides  wrote  in  a  vastly  more 
outspoken  society  than  ours. 

This  curious  and  very  comic  dialogue  is,  however,  interrupted 
by  the  entrance  of  Heracles,  who  comes  on  his  journey  to 
visit  his  guest  friend,  and  is  received  with  the  truest  hospitality 
by  Admetus,  who  conceals  his  misfortune,  in  order  to  make  his 
friend  at  home.  As  M.  Patin  observes,  the  height  of  pathos 
already  attained  would  be  impossible  to  sustain,  and  therefore 
the  lone  of  the  play  is  most  skilfully  changed.1  The  rollicking 
and  convivial  turn  of  Heracles  is  in  sharp  discord  with  the 

1  The  contrast  of  grief  and  of  mirth,  brought  out  by  this  scene,  which 
greatly  disgusted  Voltaire,  and  is  totally  opposed  to  French  notions  of 
tragic  dignity,  has  been  by  later  French  critics  compared  with  the  musi- 
cians' scene  near  the  end  of  Romeo  and  Juliet.  It  is  remarkable  that 
Milton's  preface  to  the  Samson  Agonistes,  which  adopts  the  tone  of  the 
French  drama  (I  suppose  quite  independently),  specially  censures  the  in- 
troduction of  low  comic  characters  in  tragedy,  and  sets  up  the  great  Greek 
tragedies  as  the  proper  models,  apparently  in  opposition  to  Shakspeare's 
school. 
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profound  grief  of  the  household,  and  no  one  is  more  pained 
by  it  than  the  worthy  hero  himself,  who  with  true  practical 
energy  sets  about  at  once  to  rescue  Alcestis  from  death,  and 
so  requite  his  friend  for  his  kindness.  The  character  of  Heracles 
is  not  inferior  in  drawing  to  any  of  the  rest,  and  every  fair  critic 
will  be  justly  astonished  at  this  profound  and  curious  antici- 
pation of  many  strong  points  in  the  modern  drama.  The  chorus 
is  throughout  a  sympathetic  spectator  of  the  action,  and  the 
choral  odes  are  not  only  highly  poetical  and  elegantly  con- 
structed, but  all  strictly  to  the  point.  Thus  even  in  the  ode 
which  is  supposed  to  express  the  poet's  mind,1  the  learning 
alluded  to  by  the  chorus  is  that  Thracian  learning  which  was 
naturally  accessible  to  Thessalians.  The  usual  attacks  on  Euri- 
pides' lyrics  have  therefore  no  place  here. 

§  201.  There  is  a  strange  external  resemblance  between  the 
concluding  scene  and  that  of  the  Winter's  Tale,  which  has  not 
escaped  the  commentators.  No  subject  has  proved  more  attrac- 
tive than  this  beautiful  legend,  and  yet  no  one  has  ever  ap- 
proached in  excellence  its  treatment  by  Euripides.  There  is  an 
old  Indian  parallel  in  the  Mahabharata,  where  Savitri,  like 
Alcestis,  rescues  from  the  power  of  Yama,  the  Lord  of  the  nether 
world,  her  husband's  life.  Euripides'  play  was  parodied  by  Anti- 
phanes  in  a  comedy  brought  out  in  the  106th  Olympiad.  There 
were  two  Latin  versions,  one  by  Attius,  and  another  of  doubtful 
authorship.  Buchanan  produced  a  Latin  translation  in  1543, 
which  was  acted  by  the  pupils  of  the  College  de  Bordeaux.  It  is 
not  worth  while  specifying  the  series  of  travesties  or  modifica- 
tions which  occupied  the  French  stage  from  1600  to  the  end  of 
the  last  century.  Racine,  it  may  be  observed,  turns  aside  in 
the  Preface  to  his  IJ>/iigoiie  to  defend  it  against  the  shallow 
criticism  of  his  day.  Gluck's  famous  music  has  perpetuated 
through  Europe  a  very  poor  Italian  libretto  by  Calzabigi  in 
1776.  But  in  1798  Alfieri,  who  had  abandoned  writing,  was 
so  struck  with  the  play,  which  he  then  learnt  to  know  in  the 
original,  that  he  not  only  translated  it,  but  wrote  an  Alcestis  of 
his  own,  which  was  published  after  his  death.   As  usual,  he  has 

'  vv.  962,  sq.  :  tyw  5ta  Moixras 

Kcd  nerdpffios  rj£a  k.t.\. 
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made  all  the  characters  great  stage  heroes  at  the  sacrifice 
not  only  of  nature  but  of  all  real  interest.  Like  the  French 
imitators,  he  makes  Admetus,  and  even  Pheres,  heroes,  and 
creates  a  romantic  ground  of  natural  love  and  respect  for  the 
sacrifice  of  Alcestis,  and  for  a  competition  between  husband  and 
wife,  which  completely  spoils  Euripides'  deep  and  subtle  plan. 
Translations  and  moderately  faithful  imitations  were  produced 
on  the  Paris  stage  in  1844  and  1847  ;  others  have  been  since 
published  in  France.  Among  English  poets  Milton  has  alluded 
to  the  legend  in  his  23rd  sonnet, 

Methought  I  saw  my  late  espoused  saint 
Brought  to  me,  like  Alcestis,  from  the  grave  ; 

and  recently  Mr.  Wm.  Morris  has  given  a  beautiful  and  original 
version,  not  at  all  Euripidean,  in  the  first  volume  of  his  Earthly 
Paradise.  There  is  a  good  translation  by  Banks  (1849).  By  far 
the  best  translation  is  Mr.  Browning's,  in  his  Balaustion 's  Adven- 
ture, but  it  is  much  to  be  regretted  that  he  did  not  render  the 
choral  odes  into  lyric  verse.  No  one  has  more  thoroughly 
appreciated  the  mean  features  of  Admetus  and  Pheres,  and 
their  dramatic  propriety.  A  tolerably  faithful  transcript,  adapted 
for  the  lyrical  stage  by  Frank  Murray  (from  Potter's  version), 
was  set  to  music  by  Henry  Gadsby,  on  the  model  of  Mendels- 
sohn's Antigone,  which  seems  likely  to  inspire  a  good  many 
imitations.  There  are  excellent  special  editions  by  Monk  and 
G.  Hermann,  as  well  as  a  recension  by  G.  Dindorf. 

§  202.  The  Medea  came  out  in  431  B.C.  along  with  the 
poet's  Philoctctes,  Dictys,  and  the  satyric  Reapers  (the  last  was 
early  lost).  It  was  based  upon  a  play  of  Neophron's,  and  only 
obtained  the  third  prize,  Euphorion  being  first,  and  Sophocles 
second.  It  may  accordingly  be  regarded  as  a  failure  in  its 
day — an  opinion  apparently  confirmed  by  the  faults  (viz.  ^geus 
and  the  winged  chariot)  selected  from  it  as  specimens  in  Aris- 
totle's Poetic.  There  is  considerable  evidence  of  there  being  a 
second  edition  of  the  play,  and  many  of  the  variants,  or  so- 
called  interpolations,  seem  to  arise  from  both  versions  being 
preserved  and  confused.  Nevertheless  there  was  no  play  of 
Euripides  more   praised  and  imitated  by  both   Romans  and 
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moderns.  It  is  too  well  known  to  demand  any  close  analysis 
here.  The  whole  interest  turns  upon  the  delineation  of  the 
furious  passion  of  Medea,  and  her  devices  to  punish  those  who 
have  offended  her.  The  other  characters,  with  the  exception 
of  the  two  aged  and  faithful  servants,  who  admirably  introduce 
the  action,  are  either  mean  or  colourless.  Iason  is  a  sort  of 
^Eneas,  who  endeavours  to  justify  his  desertion  of  his  wife  by 
specious  falsehoods,  and  is  not  even,  like  the  hero  of  Virgil,  in- 
cited by  the  voice  of  the  gods.  His  grief  for  his  children  is 
considered  by  some  critics  to  atone  for  these  grave  defects. 
The  rest  are  not  worth  mentioning,  if  we  except  the  chorus  of 
Corinthian  women,  which  in  this  play  justifies  the  censure  of  the 
critics,  inasmuch  as  it  coolly  admits  the  confidences  of  Medea 
and  hears  fearful  plots  against  the  king  and  the  princess  of  the 
land,  without  offering  any  resistance.  It  remonstrates  but  feebly 
even  with  her  proposed  murder  of  her  children.  The  most 
celebrated  chorus,  which  is  a  beautiful  eulogy  upon  Athens, 
is  merely  suggested  by  the  accident  that  yEgeus,  its  king, 
is  about  to  harbour  a  sorceress  and  a  wholesale  murderess, 
even  of  her  own  family.  Yet  the  passage,  though  quite  irrele- 
vant, is  very  famous.1  The  whole  episode  of/Egeus,  who  is 
introduced  in  order  that  the  omnipotent  sorceress,  with  her 
winged  chariot,  may  not  be  cast  out  without  a  refuge,  has  been 
justly  censured  in  the  Poetic  and  elsewhere  as  a  means  not 
required,  and  as  an  otiose  excrescence  to  the  play,  not  without 
offensive  details.2  Nevertheless  the  vehement  and  command- 
ing figure  of  the  heroine  has  fascinated  the  great  majority  of 
critics,  who,  like  every  public,  seem  to  miss  finer  points,  and 
appreciate  only  the  strong  lines,  and  the  prominent  features  of 
violent  and  unnatural  passion. 

M.  Patin  3  draws  a  most  interesting  comparison  with  the  Tra- 

1  w.  824-45. 

2  If  Medea,  as  some  critics  suppose,  and  as  the  chorus  appears  to 
assume  (v.  13S5),  really  offers  herself  in  marriage  to  the  childless  yEgeus 
in  this  scene,  I  can  hardly  conceive  Aristophanes  passing  over  such  a 
feature.  According  to  the  legend,  she  did  live  with  him,  and  bore  him  a 
son  called  Medus.  She  seems  to  have  appeared  as  his  wife  in  Euripides' 
tragedy  of  /Egeus,  in  which  she  endeavours  to  poison  Theseus. 

3  Eurifide,  i.  p.  *n8. 
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chintz  of  Sophocles,  which  certainly  bears  some  relation  of  con- 
scious contrast  to  the  Medea,  but  unfortunately  we  do  not  know 
which  of  the  two  plays  was  the  earlier,  and  therefore  which  of 
the  poets  meant  to  criticise  or  improve  upon  the  other.  I  ven- 
ture to  suppose  that  Sophocles  desired  to  paint  a  far  more 
natural  and  womanly  picture  of  the  sufferings  of  a  deserted 
wife,  who,  without  the  power  and  wickedness  of  Medea,  still 
destroys  her  deceiver,  and  brings  ruin  on  herself,  in  spite  of  her 
patience  and  long-suffering.  The  coincidence  of  the  two  plays, 
the  foreign  residence  of  both  heroines,  the  poisoned  robe,  the 
pretended  contentment  of  both  to  attain  their  ends,  is  very 
striking.  But  the  Traehinice,  in  my  opinion  the  finer  play,  has 
made  no  mark  in  the  world  compared  to  the  Medea,  whose 
fierce  fury  has  always  been  strangely  admired. 

The  Greek  critics  even  went  so  far  as  to  censure  what  wre 
should  call  the  only  great  and  affecting  feature  of  the  play — 
the  irresolution  and  tears  of  the  murderess,1  when  she  has  re- 
solved to  sacrifice  her  innocent  children  for  the  mere  purpose 
of  torturing  her  faithless  husband.  This  criticism  is  apparently 
quoted  in  the  Greek  argument  as  the  opinion  of  Dicsearchus 
and  of  Aristotle.  Surely  it  may  be  affirmed,  that  if  this  feature 
caused  the  failure  of  the  piece,  we  may  indeed  thank  Euripides 
for  having  violated  his  audience's  notions  of  consistency.  The 
scene  of  irresolution  and  of  alternation  between  jealous  fury 
and  human  pity  must  always  have  been,  as  it  now  is,  a  capital 
occasion  for  a  great  display  of  genius  in  the  actor  or  actress  of 
the  part,  and  this  is  doubtless  the  real  cause  of  the  permanent 
hold  the  piece  has  taken  upon  the  world.  I  may  also  call 
attention  to  the  great  speech  of  Medea  to  Iason,2  which  argues 
indeed  the  very  strongest  case,  but  is  nevertheless,  especially 
at  its  conclusion,  an  admirable  piece  of  rhetoric. 

§  203.  We  actually  hear  of  six  Greek Medeas,  besides  the  early 
play  of  Neophron,3  not  to  speak  of  the  comic  parodies.    Ennius 

1   vv.  1021,  sq.  -  vv.  465,  sq. 

3  The  text  of  the  inrodecris  to  our  Medea,  which  mentions  this  play, 
being  corrupt,  some  critics  have  thought  that  the  play  of  Neophron,  from 
which  Stoba?us  cites  the  monologue  of  Medea,  was  an  imitation  by  a  poet 
of  the  dale  of  Alexander.  I  do  not  think  the  author  of  the  argument  can 
possibly  have  meant  this,  however  the  words  are  taken. 
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imitated  the  play  of  Euripides,1  and  both  Cicero  and  Brutus 
are  said  to  have  been  reading  it  or  citing;  it  in  their  last 
moments — no  mean  distinction  for  any  tragedy.  The  opening 
lines  are  very  often  cited  in  an  elegant  version  by  Phaedrus. 
Horace  too  alludes  to  it,  and  Ovid's  earliest  work  was  a 
Medea,  which  was  acted  on  the  Roman  stage  with  applause, 
when  the  author,  years  after,  was  in  exile.  It  is  praised  by 
Tacitus  and  Quintilian,  and  does  not  seem  to  have  been  a  mere 
translation  from  Euripides.  There  remains  to  us,  unfortunately, 
a  Medea  among  the  works  of  Seneca,  who  could  not  refrain 
from  handling  a  subject  so  congenial  to  Roman  tastes.  But  in 
this  play  the  magic  powers  of  the  sorceress  are  the  great 
feature,  the  age  having  turned  from  an  effete  polytheism  to  the 
gloomy  horrors  of  magic  and  witchcraft.  The  fury  of  the  mur- 
deress is  exaggerated  even  beyond  the  picture  of  Euripides, 
and  the  whole  play  glitters  with  the  false  tinsel  of  artificial 
rhetoric.  Buchanan  gave  a  Latin  version  of  the  play,  and 
Dolce  an  Italian,  but  Pe'rouse  followed  Seneca  in  his  French 
play  (1553),  as  did  Corneille  (1635),  and  Longepierre  (1694). 
These  poor  imitations  dilated  on  the  amours  of  Iason,  and  re- 
presented Creon  and'his  daughter  in  a  sort  of  auto  da  fe  on  the 
stage  ;  but  Voltaire,  in  criticising  them  and  Seneca's  Medea, 
thinks  fit  to  include  the  Greek  play,  which,  as  M.  Patin  ob- 
serves, he  seems  not  to  have  read.  There  was  an  English  ver- 
sion by  Glover  in  1761,  which  humanises  and  christianises  both 
Iason  and  Medea,  and  makes  her  crime  the  result  of  a  delirious 
moment.  Grillparzer's  trilogy  (the  Golden  Fleece)  in  its  last  play 
likewise  softens  the  terrible  sorceress,  and  drives  her  to  the  crime 
by  the  heartlessness  of  her  children,  who  will  not  return  to  her 
from  the  amiable  Creusa,  when  the  latter  desires  to  surrender 
them.  The  same  features  mark  the  Medeas  of  Niccolini,  of 
Lucas,  brought  out  in  Paris  in  1855,  and  of  Ernest  Legouve, 

1  Cicero  speaks  of  it  as  a  literal  translation  from  the  Greek,  but  this  is 
not  verified  by  the  fragments,  which  both  in  this  and  the  other  Ennian 
imitations  cannot  be  found  in  our  Greek  originals.  This  variation  from 
the  models  is  too  persistent  to  be  accounted  for  by  first  editions,  or  by 
emended  copies  of  the  Greek  plays  used  by  Ennius,  and  must  be  taken  as 
conclusive  evidence  that  his  versions  were  free  renderings,  paraphrasing  the 
sense,  and  changing  the  metres,  as  we  can  show  from  extant  fragments. 
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which  in  its  Italian  dress  has  afforded  Mde.  Ristori  one  of  her 
greatest  tragic  triumphs,  and  which  is  still  performed  in  Paris. 
But  the  play  is  no  longer  the  savage  and  painful  play  of  Euri- 
pides, and  is,  I  confess,  to  me  very  superior.  The  opera  offers 
us  Hoffmann's  elegant  version,  set  to  music  by  Cherubini,  and 
I  might  add  the  Norma  of  Bellini,  where  the  main  situation  is 
copied  from  the  Medea,  though  compassion  prevails  over  the  fire 
of  jealousy,  and  the  children's  lives  are  spared.  The  most  im- 
portant modem  edition  is  that  of  Kirchhoff  (1852). 

Klinger's  modern  reproduction  is  praised  by  the  Germans 
The  beautiful  epic  version  of  Mr.  Morris,  in  the  last  book  of 
his  Life  and  Death  of  Jason,  handles  the  myth  (as  is  his  wont) 
very  freely,  and  dwells  chiefly  on  the  gradual  estrangement  of 
Iason  through  the  love  of  Giauce,  and  the  gradual  relapse  of 
Medea  from  the  peaceful  and  happy  wife  to  the  furious  sorceress. 

§  204.  The Mippolytiis  (arefaviae,  or  crowned,  to  distinguish 
it  from  the  earlier  uu\vtt6i.uvoc,  veiled,  of  which  the  expla- 
nation is  now  lost)  appeared  three  years  after  the  Medea,  in 
428  B.C.,  and  is  our  earliest  example  of  a  romantic  subject  in 
the  Greek  drama.1  We  are  told  that  it  obtained  the  first  place 
against  Iophon  and  Ion's  competition,  but  we  are  not  told 
whether  or  what  other  plays  accompanied  it,  nor  of  the  plays 
it  defeated.  The  earlier  version  of  the  play  was  not  only  read 
and  admired,  but  possibly  copied  in  the  play  of  Seneca ; 
yet  it  failed  at  Athens,  chiefly,  it  is  thought,  because  of  the 
boldness  with  which  Phaedra  told  her  love  in  person  to  her 
stepson,  and  then  in  person  maligned  him  to  his  father.  In 
Seneca  she  uses  incantations  to  the  moon,  and  justifies  her 
guilt  by  Theseus'  infidelities.  It  is  only  upon  his  death  that 
she  confesses  her  guilt  and  dies.  This  may  have  been  the  plan 
remodelled  in  the  play  before  us,  and  it  is  a  literary  fact  of  no 
small  interest  to  know  that  Euripides  certainly  confessed  his 
earlier  failure  and  strove  to  improve  upon  it,  with  success,  while 
at  the  same  time  he  allowed  the  earlier  form  to  be  circulated. 
For  it  implies  both  a  real  desire  to  please  the  Athenian  audi- 
ence, and  also  a  certain  contempt  for  their  censure,  in  which 
the  smaller  reading  public  of  the  day  probably  supported  him. 

1  We  have  lost  ^Eschylus'  Myrmidons,  perhaps  an  earlier  example. 
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The  delineation  of  the  passion  of  Phaedra  is  the  great 
feature  of  the  play,  and  it  is  indeed  drawn  with  a  master  hand. 
But  in  one  point1  the  modern  reader  feels  shocked  or  dissatisfied, 
in  her  sudden  determination,  not  adequately  motived  in  the 
play,  of  involving  Hippolytus  in  her  ruin  by  a  bare  falsehood, 
and  it  is  peculiarly  Greek  that  this  odious  crime  should  not  be 
held  to  prevent  her  dying  with  honour  and  good  fame  (eufcXe^e). 
In  our  day  we  should  be  more  disposed  to  pardon  unchastity 
than  this  deliberate  and  irremediable  lying,  nor  would  any 
modern  poet  paint  it  in  a  woman  of  Phaedra's  otherwise  good 
and  noble  character. 

All  the  advances  to  Hippolytus,  and  the  inducements  to 
crime,  which  Phaedra  at  first  honestly  and  nobly  resists,  are 
suggested  by  her  nurse,  a  feeble  and  immoral  old  woman,  who 
perhaps  talks  too  well,  but  plays  a  very  natural  part.  The 
character  of  Hippolytus,  which  is  admirably  sustained  through 
the  play,  is  cold  and  harsh,  and  what  we  might  call  offensively 
holy.  It  was  a  character  with  which  no  Greek  public  could 
feel  much  sympathy,  as  asceticism  was  disliked,  and  even  cen- 
sured on  principle.  There  is  indeed  no  commonplace  more 
insisted  upon  all  through  the  tragedies  than  that  the  delights  of 
moderate  love  (as  compared  with  the  agonies  of  extreme  pas- 
sion) are  to  be  enjoyed  as  the  best  and  most  real  pleasure  in  this 
mortal  life.  It  is,  therefore,  from  this  point  of  view  that  the 
poet,  while  he  rewards  Hippolytus'  virtue  with  heroic  honours 
after  death,  makes  him  a  capital  failure  in  life.  The  hatred 
of  Aphrodite,  who  is  drawn  in  the  worst  and  most  repulsive 
colours,  seems  to  express  the  revenge  of  nature  upon  those  who 
violate  her  decrees.  Probably  the  spite  of  Aphrodite,  as  well 
as  the  weakness  of  Artemis,  the  patron  goddess  of  the  hero, 
is  also  intended  to  lower  the  conception  of  these  deities  in 
the  public  mind.  It  is  a  reductio  ad  absurdum  of  Divine 
Providence,  when  the  most  awful  misfortunes  of  men  are 
ascribed  to  the  malice  of  hostile  and  the  impotence  of  friendly 
deities.  Some  good  critics  have  indeed  defended  Artemis,  and 
called  her  a  noble  character  in  this  play  ;  but  what  shall  we  say 
of  a  deity  who,  when  impotent  to  save  her  favourite,  threatens2 

1  Aristoph.  Apology,  p.  26.  "  v.  1420. 
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that   she  will  be  avenged    by   slaying  with  her   arrows  some 
favourite  of  Aphrodite?      This  is   verily   to    make   mankind 
the  sport  of  malignant  gods.     Euripides  cannot  have  given  them 
these  miserable  parts,  without  intending  to  satirise  the  popular 
creed,  and  so  to  open  the  way  for  higher  and  purer  religious 
conceptions.     The   chorus  is  a  weak,  and  sometimes   irrele- 
vant spectator  of  the  action,  a  necessary  consequence,  indeed,  of 
its  being  present  during  the  whole  of  the  action,  and,  there- 
fore, not  fairly  to  be  censured.     One  very  elegant  chorus  on 
the  power  of  Eros  *  may  be  compared  with  the  parallel  ode  in 
Sophocles'  Antigone.     There  is  a  chorus  of  attendants  (what  was 
called  a  irapaxppnyr)iia.)  which  accompanies  Hippolytus  at  the 
opening,  and  which  is  distinct  from  the  proper  chorus— a  rare 
device  in  Greek  tragedy.     Nothing  will  show  more  clearly  the 
sort  of  criticism  to  which  Euripides  has  been  subjected,  in  ancient 
and  modern  times,  than  the  general  outcry  against  a  celebrated 
line  uttered  by  Hippolytus :  '  My  tongue  has  sworn,  but  my 
mind  has  taken  no  oath  '  (//  yXwaa  o/hw/kox',  h  Sc  fpw  avutfioroo). 
He  exclaims  this  in  his  fury,  when  the  old  nurse  adjures  him  by 
his  oath  not  to  betray  her  wretched  mistress.     It  seems  indeed 
hard  that  a  dramatic  poet  should  be  judged  by  the  excited 
utterances  of  his  characters,  but  it  is  worse  than  hard,  it  is  shame- 
fully unjust,  that  the  critics  should  not  have  read  on  fifty  lines, 
where  the  same  character  Hippolytus,  on  calmer  consideration,2 
declares  that,  were  he  not  bound  by   the  sanctity   of  his  oath, 
he   would    certainly   inform   Theseus.     And   he    dies   simply 
because  he   will  not  violate  this  very  oath,  stolen  from  him 
when  off  his  guard.     I  doubt  whether  any  criticism,  ancient  or 
modern,  contains  among  its  myriad  injustices,  whether  of  negli- 
gence, ignorance,  or  deliberate  malice,  a  more  flagrantly  absurd 
accusation.     And  yet  Aristophanes,  who  leads  the  way  in  this 
sort  of  falsehood,  is  still  extolled  by  some  as  the  greatest  and 
deepest  exponent  of  the  faults  of  Euripides. 

./Eschylus  and  Sophocles,  as  might  be  expected,  did  not 
touch  this  subject,  but  Agathon  appears  to  have  treated  it.3 

1  vv.  525-64 ;  translated  for  me  by  Mr.  Browning  in  my  monograph 
on  Euripides,  p.  116. 

2  v.  657.  3  Aristoph.  Thesmoph.  153. 
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There  was  an  Hippolytus  by  Lycophron,  and  though  the  older 
Roman  tragedians  have  left  us  no  trace  of  a  version,  the  allu- 
sions of  Virgil  in  the  ^Eneid,1  and  the  perpetual  recurrence 
of  the  subject  in  Ovid,2  show  how  well  it  was  known  in  the 
golden  age  of  Roman  literature. 

The  Hippolytus  of  Seneca,  from  which  the  scene  of  Phaedra's 
personal  declaration  to  Hippolytus  was  adopted  by  Racine 
in  his  famous  play,  is  still  praised  by  French  critics.  It  was 
highly  esteemed,  and  even  preferred  to  the  Greek  play,  in  the 
Renaissance.  It  was  acted  in  Latin  at  Rome  in  1483,  and 
freely  rehandled  by  Gamier,  in  a  French  version,  in  1573. 
The  next  celebrated  French  version  was  that  of  Gilbert,  Queen 
Christina's  French  minister  in  1646.  But  his  very  title, 
Hippolyte  on  le  Gargon  insensible,  sounds  strange,  and  the  play 
is  said  nevertheless  to  have  admitted  a  great  deal  of  gallantry 
in  the  hero.  In  1677  Racine  produced  his  famous  Phedi-e,  of 
which  the  absolute  and  comparative  merits  have  been  discussed 
in  a  library  of  criticism.  A  hostile  clique  got  up  an  opposition 
version  by  Fradon,  and  for  a  moment  defeated  and  disgusted 
the  poet,  but  the  very  pains  taken  by  Schlegel,  and  even  by 
French  critics,  to  sustain  Euripides  against  him,  shows  the  real 
importance  of  the  piece.  For  a  long  time,  in  the  days  ot 
Voltaire  and  La  Harpe,  and  of  the  revolt  against  antiquity, 
Euripides  was  utterly  scouted  in  comparison.  But  now-a-days, 
when  the  wigs  and  the  powder,  the  etiquette  and  the  artifice,  of 
the  French  court  of  the  seventeenth  century  can  hardly  be  toler- 
ated as  the  decoration  for  a  Greek  tragedy,  it  is  rare  to  find 
the  real  merits  of  Racine  admitted,  in  the  face  of  such  tasteless 
and  vulgar  anachronism.  Yet  for  all  that,  Racine's  Phldre 
is  a  great  play,  and  it  is  well  worth  while  to  read  the  poet's  short 
and  most  interesting  preface,  in  which  he  gives  the  reasons  for 
his  deviations.  He  grounds  the  whole  merit  of  his  tragedy,  as 
Aristophanes  makes  ^Eschylus  and  Euripides  argue,  not  on  its 
poetical  features,  but  on  its  moral  lessons.  He  has  spoilt  Hip- 
polytus by  giving  him  a  passion  for  the  princess  Aricie,  whom 
Theseus,  for  state  reasons,  had  forbidden  to  marry.     But  this 

1  vii.  761. 

2  Fasti,  iii.  266,  vi.  733  ;  Met&m.  xv.  492  ;  Epist.  Her.  iv. 
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additional  cause  of  Hippolytus'  rejection  of  Phaedra's  suit  adds 
the  fury  of  jealousy  to  her  madness,  and  is  the  main  cause  of 
her  false  charge  against  him,  thus  giving  a  motive  where  there 
is  hardly  a  sufficient  one  in  Euripides.  The  passage  in  which 
she  shrinks  from  the  death  she  is  seeking,  at  the  thought  oi 
appearing  before  her  father  Minos,  the  judge  of  the  dead,  is 
very  finely  conceived  ;  on  the  whole,  however,  she  exhibits  too 
much  of  her  passion  in  personal  pleading  on  the  stage,  and  so 
falls  far  behind  Euripides'  Phaedra  in  delicacy. 

There  was  an  English  Phaedra  by  Edmund  Smith  in  1707, 
based  on  both  Racine's  and  Pradon's,  and  like  them  full  of  court 
intrigues,  captains  of  the  household,  prime  ministers,  and  the 
like.  There  were  operas  on  it  attempted  by  Rameau  (1733), 
and  by  Lemoine  (1786),  neither  of  which  is  now  known.  The 
Greek  play  was  put  on  the  German  stage  faithfully  in  185 1,  but 
was  found  inferior  to  Racine's  for  such  a  performance.  There 
are  special  editions  by  Musgrave,  Valckenaer,  and  Monk,  of 
great  value.1  We  know  from  the  fragments  of  lost  plays,  and 
from  the  criticisms  of  Aristophanes,  that  Euripides  chose  the 
painful  subject  of  a  great  criminal  passion  for  several  plays,  the 
P/irixus,  Sthenobcea  (Bellerop/wn),  and  certainly  the  Phcenix, 
built  upon  the  narrative  of  the  aged  hero  in  the  ninth  book  of  the 
Iliad.  If  we  could  trust  Aristophanes,  we  might  suppose  that 
he  was  the  first  to  venture  on  such  a  subject,  but  the  allusions 
of  the  critics  to  Neophron's  Medea,  and  the  traces  of  similar 
subjects  in  the  fragments  of  Sophocles,  make  it  uncertain 
whether  he  was  the  originator,  as  he  certainly  was  the  greatest 
master,  in  this  very  modern  department  of  tragedy. 

§  205.  The  Andromache  need  not  occupy  us  long,  being 
one  of  the  worst  constructed,  and  least  interesting,  plays  of 
Euripides.  The  date  is  uncertain,  as  it  was  not  brought 
out  at  Athens,  perhaps  not  till  after  the  poet's  death,  and  is 
only  to  be  fixed  doubtfully  by  the  bitter  allusions  to  Sparta, 
with  which  it  teems.  It  has  indeed  quite  the  air  of  a 
political  pamphlet   under  the  guise  of  a   tragedy.     It   must, 

1  I  can  recommend  a  very  faithful  poetical  version  by  Mr.  M.  P.  Fitz- 
gerald (London,  1867),  in  a  volume  before  cited,  and  entitled  The  Crmvned 
Hippolytus,  with  selections  from  the  lyric  and  bucolic  poets  appended. 

VOL.  I. — 15 
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therefore,  have  been  composed  during  the  Poloponnesian  war, 
possibly  about  419  B.C.1  The  character  of  Andromache  (now 
the  slave  and  concubine  of  Neoptolemus),  who  opens  the  play 
as  a  suppliant  telling  her  tale  and  mourning  her  woes  in  elegiacs 
(a  metre  never  used  elsewhere  in  our  extant  tragedies),  is  well 
conceived,  and  the  scene  in  which  her  child,  whom  she  had 
hidden,  is  brought  before  her  by  Menelaus,  and  threatened  with 
instant  death  if  she  will  not  leave  the  altar,  is  full  of  true  Euri- 
pidean  pathos.  The  laments  of  mother  and  child,  as  they  are 
led  away  to  execution,  are  in  the  same  strain,  but  are  inter- 
rupted by  the  surprise  of  Peleus  appearing  just  in  time — a  rare 
expedient  in  Greek  tragedy.  On  the  other  hand,  the  characters 
of  the  jealous  wife  Hermione,  and  her  father  Menelaus,  are 
violent,  mean,  and  treacherous  beyond  endurance.  They 
represent  the  vulgarest  tyrants,  and  are  rather  fit  for  Alfieri's 
stage.  All  this  is  intended  as  a  direct  censure  on  Sparta, 
a  feeling  in  which  the  poet  hardly  varied,  as  Bergk  justly  ob- 
serves, though  it  is  seldom  so  unpleasantly  obtruded  upon  us  as 
in  this  play.3  When  Andromache  and  her  child  are  saved,  after 
a  long  and  angry  altercation  between  Peleus  and  Menelaus,  the 
play  is  properly  concluded,  but  is  awkwardly  expanded  by  a 
sort  of  afterpiece,  in  which  Hermione  rushes  in,  beside  herself 
with  fear  at  what  she  has  dared  in  the  absence  of  her  husband. 
This  emotional  and  absurd  panic  opens  the  way  for  the  appear- 
ance of  Orestes,  with  whom  she  at  once  arranges  a  manage  de 
convenanceoi  the  most  prosaic  kind,  and  flies.  Then  follows  the 
elaborate  narrative  of  the  murder  of  her  former  husband  Neop- 
tolemus at  Delphi,  owing  to  the  plots  of  Orestes.     The  lamen- 

1  The  choral  metres,  which  are  chiefly  dactylico-trochaic,  instead  of  the 
glyconics  afterwards  in  favour,  and  which  Dindorf  considers  a  surer  internal 
mark  than  general  anti-Spartan  allusions,  point  to  an  earlier  date,  and 
agree  with  the  schol.  on  v.  445,  which  conjectures  the  play  to  have  been 
composed  at  the  opening  of  the  Peloponnesian  War.  On  the  other  hand, 
the  allusion  to  this  play  at  the  end  of  the  Orestes  (vv.  1653,  sq.)  seems  as 
if  its  memory  were  yet  fresh,  and  suggests  a  later  date. 

2  The  Helena  is  an  exception  (below,  p.  353).  When  Menelaus  asserts 
(vv.  374  and  585)  that  he  will  kill  Neoptolemus'  slaves,  because  friends 
should  have  all  their  property  in  common,  this  seems  like  a  parody  on  the 
habits,  or  supposed  habits,  of  the  club  life  led  by  the  Spartans  at  home. 
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tations  of  Peleus,  and  the  divine  interposition,  and  settlement  of 
the  future,  by  Thetis,  conclude  the  play.  Though  justly  called  a 
second-rate  play  by  the  scholiasts,  it  was  well  enough  known  to 
be  quoted  by  Clitus  '  on  the  undue  share  of  glory  obtained  by  the 
generals  of  soldiers  who  bore  the  heat  and  burden  of  the  day,  and 
thus  it  cost  him  his  life  at  the  hands  of  the  infuriated  Alexander. 
The  And?'omacheo(  Ennius,  of  which  we  have  a  considerable  frag- 
ment, seems  to  embrace  the  time  of  the  capture  of  Troy,  and  not 
the  period  of  this  play  ;  but  the  5th  book  of  Vergil's  ^Eneid  is 
evidently  composed  with  a  clear  recollection  of  it.2  The 
famous  Andromaque  of  Racine  only  borrows  the  main  facts 
from  the  story  as  found  in  Euripides  and  Vergil,  and  expands  it 
by  introducing  a  motive  which  does  not  exist  in  the  Greek 
play,  that  of  the  passion  of  love.  He  moreover  felt  bound  to 
soften  and  alter  what  Euripides  had  frankly  put  forward,  not 
only  as  the  usage  of  heroic  times,  but  even  of  his  own  day — the 
enforced  concubinage  of  female  captives,  however  noble,  and 
the  very  slight  social  stain  which  such  a  misfortune  entailed. 
On  this  I  have  elsewhere  commented.3  The  ode  on  the 
advantages  of  noble  birth4  strikes  me  as  peculiarly  Pindaric  in 
tone  and  diction — more  so  than  any  other  of  Euripides'  choral 
songs.  The  tirade  5  against  the  dangers  of  admitting  gossiping 
female  visitors  to  one's  house  seems  just  like  what  Aristophanes 
would  recommend,  and  may  be  a  serious  advice  intended  by 
the  poet. 

§  206.  The  Heracleidce,  a  play  less  studied  than  it  deserves, 
owes  some  of  this  neglect  to  its  bad  preservation.  It  dates 
somewhere  in  01.  88-90,  and  celebrates  the  honourable  conduct 
of  Athens  in  protecting  the  suppliant  children  of  Heracles,  and 
her  victory  over  the  insolent  Argive  king  Eurystheus,  who  in- 
vades Attica  to  recover  the  fugitives.  The  play  was  obviously 
intended  as  a  political  document,  directed  against  the  Argive 
party  in  Athens  during  the  Peloponnesian  War.  It  is  cer- 
tain that  at  this  agitated  time  the  tragic  stage,  which  should 

1  vv.  693,  sq. 

2  The  contrasts  between  the  conception  of  Vergil  and  that  of  Euripides 
have  been  admirably  pointed  out  by  Patin,  Euripide,  i.  p.  291. 

3  Social  Greece,  p.  119.  *  vv.  764,  sq.  5  vv.  930,  sq. 
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have  been  devoted  to  joys  and  griefs  above  mean  earthly- 
things,  was  degraded,  as  its  modern  analogue  the  pulpit  has 
often  been,  to  be  a  political  platform,  but  a  platform  on  which 
one  side  only  can  have  its  say.  But  together  with  this  main 
idea,  Euripides  gives  us  a  great  many  beautiful  and  affecting 
situations,  and  it  may  be  said  that  for  tragic  interest  none  of  his 
plays  exceed  the  first  part,  ending,  unfortunately,  with  a  huge 
gap  after  the  629th  line.  Many  critics  have  censured  it  in 
ignorance  of  this  capital  fact,  and  also  of  some  lesser  mutila- 
tions at  the  end,  which  is  now,  as  we  have  it,  clearly  unfinished, 
and  therefore  unsatisfactory.1 

The  play  opens  with  the  altercation  between  the  violent 
and  brutal  Argive  herald,  Kopreus,  who  is  very  like  the  herald 
in  yEschylus'  Supplices,  and  the  faithful  Iolaos,  who  in  extreme 
age  and  decrepitude  endeavours  to  guard  the  children  of  his  old 
comrade  in  arms.  It  is  remarkable  how  Greek  tragedians  seem 
consistently  to  ascribe  this  impudence  and  bullying  to  heralds, 
so  unlike  those  of  Homer.  The  chorus  interferes,  and  presently 
Demophon  appears,  and  dismisses  the  insolent  herald,  not  with- 
out being  seriously  tempted  to  do  him  violence.  The  poet 
evidently  had  before  him  the  other  version  of  the  legend,  that 
this  herald  was  killed  by  the  Athenians.  But  when  the  Athen- 
ian king  has  undertaken  the  risk  of  protecting  the  fugitives, 
the  prophets  tell  him  that  a  noble  virgin  must  be  sacrificed  to 
ensure  his  victory.  This  news  gives  rise  to  a  pathetic  scene  of 
despair  in  Iolaos,  who  has  been  driven  from  city  to  city,  and 
sees  no  end  to  the  persecution.  But  the  old  man's  idle  offer 
of  his  own  life  is  interrupted  by  the  entrance  of  Macaria,  one 
of  the  Heracleidse,  who  when  she  hears  of  the  oracle,  calmly 
offers  herself,  despising  even  the  chance  of  the  lot  among  her 
sisters.  Nothing  can  be  finer  than  the  drawing  of  this  noble  girl, 
one  of  Euripides'  greatest  heroines.  But  unfortunately  the 
play  breaks  off  before  the  narrative  of  her  sacrifice,  and  there 
is  doubtless  also  lost  a  kommos  over  her  by  Alcmena  and  the 

1  These  lacunae  are  obvious  from  the  fact  that  more  than  one  ancient 
citation  from  the  play  is  not  in  our  texts.  Kirchhoff  was  (I  believe)  the 
first  to  lay  stress  on  this,  and  to  seek  the  exact  places  where  the  gap? 
occur. 
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chorus.  The  interest  of  the  spectator  is  then  transferred  to  the 
approaching  battle,  and  the  warlike  fire  of  the  decrepid  Iolaos, 
who  insists  on  going  into  the  ranks  ;  and  as  the  putting  on  of 
armour  would,  I  suppose,  have  been  impossible  to  an  actor  on 
the  Greek  stage,  the  messenger,  a  servant  of  Hyllus,  discreetly 
offers  to  carry  it  till  he  has  reached  the  field.  The  manifestly 
comic  drawing  of  Iolaos  in  this  scene  appears  to  me  a  satire  on 
some  effete  Athenian  general,  who,  like  our  Crimean  generals, 
undertook  active  service  when  no  longer  fit  for  it.  But  by  a 
miracle,  which  is  presently  narrated,  he  recovers  his  youth,  and, 
with  Hyllus,  defeats  and  captures  Eurystheus.  The  mutilated 
concluding  scene  is  again  a  discussion  of  a  matter  of  present 
interest — the  fate  of  prisoners  taken  in  battle.  Alcmena,  with 
the  ferocity  which  Euripides  generally  depicts  in  old  women,  de- 
mands his  instant  death.  The  chorus  insist  that  by  the  laws 
of  Hellenic  warfare  an  adversary  not  killed  in  battle  cannot  be 
afterwards  slain  without  impiety.  Eurystheus  seems  to  facili- 
tate his  own  death  by  prophesying  that  his  grave  will  serve 
Athens  ;  in  this,  very  like  the  later  (Edipus  at  Colonus  of 
Sophocles — a  play  with  which  the  present  has  many  features 
in  common.  The  chorus  appears  to  yield  ;  the  real  settlement 
of  the  dispute  is  lost. 

The  imitations  of  this  play  are  few.  Dauchet's  (1720)  and 
Marmontel's  (1752)  are  said  to  contain  all  the  vices  of  the 
French  tragedy  in  no  ordinary  degree.  The  only  special  edi- 
tion quoted  is  that  of  Elmsley.  To  many  ordinary  students  of 
Greek  literature  the  very  name  of  Macaria  is  unknown. 

§  207.  I  take  up  the  Sitpplices  next,  of  which  the  date,  also 
uncertain  (most  probably  420  B.C.,  shortly  after  the  battle  of 
Delium),  is  not  far  removed  from  that  of  the  Hei-acleidcB,  and 
of  which  the  plan  is  very  similar,  though  the  politics  are  quite 
different.  For  as  in  the  former  play  hostility  to  Argos,  and  its 
wanton  invasion  of  Attica,  were  prominent,  so  here  alliance  and 
eternal  friendship  with  Argos  are  most  solemnly  inculcated.  If 
it  be  true,  as  all  critics  agree,  that  these  plays  were  brought  on 
the  stage  within  three  or  four  years  of  one  another,  during  the 
shifting  interests  and  alliances  of  the  Peloponnesian  War,  it 
will  prove  how  completely  Euripides  regarded  them  as  tern- 
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porary  political  advices,  varying  with  the  situation,  and  in 
which  the  inconsistencies  were  not  of  more  importance  than 
would  be  the  inconsistencies  in  a  volume  of  political  speeches. 
I  think,  moreover,  that  we  may  clearly  perceive  in  the  discus- 
sions on  monarchy,  democracy,  and  general  statecraft,  which 
lead  away  the  characters  from  their  proper  business,  a  growing 
tendency  in  tragedy  to  become  a  written  record,  and  to  appeal 
to  a  reading  public,  instead  of  the  listening  crowd  in  the 
theatre.  Euripides,  in  the  long  and  interesting  debate  between 
the  Theban  herald  and  Theseus,  is  so  conscious  of  this,  that 
he  makes  Theseus  comment  on  the  volubility  of  the  herald  in 
matters  not  concerning  him,  and  wonder  at  his  own  patience  in 
replying  to  him.  It  is  thus  quite  plain  that  what  are  called 
rhetorical  redundancies  in  this  and  other  Euripidean  plays  are 
deliberately  admitted  by  the  poet  as  subservient  to  an  important 
purpose— that  of  the  political  education  of  the  people  from  his 
point  of  view. 

The  author  of  the  argument,  of  which  only  a  fragment 
remains,  regards  the  play  as  an  encomium  of  Athens.  But  this 
direct  or  indirect  laudation  of  Athens  occurs  so  perpetually  all 
through  Greek  tragedy,  that  I  think  it  mistaken  to  make  that 
the  main  object  of  the  play  in  which  it  differs  only  in  degree 
from  so  many  others.  I  think  the  wearisome  recurrence  of 
this  feature,  and  the  favour  with  which  we  know  it  was  received, 
bespeak  a  very  vulgar  vanity  on  the  part  of  the  Attic  public, 
and  a  great  deficiency  in  that  elegance  and  chastity  of  taste 
which  they  and  their  modern  critics  perpetually  arrogate  as 
their  private  property. 

This  play  is  among  the  best  of  Euripides.  After  a  short 
prologue  from  ^Ethra — which  is  really  an  indirect  prayer  to 
Demeter  at  Eleusis— the  chorus  enters  with  a  truly  ^Eschylean 
parodos,  as  indeed,  all  through  the  play,  the  chorus  takes  a 
prominent  part  in  the  action.  It  consists  of  the  seven  mothers 
of  the  slain  chiefs  before  Thebes,  together  with  their  seven 
attendants.  At  the  end  of  the  play  there  is,  besides,  a  chorus 
of  the  orphans.  The  long  dialogue  between  Theseus  and 
Adrastus,who  accompanies  the  suppliants,  is  full  of  beauty,  and 
also  of  proverbial  wisdom,  on  which  account  it  has  been  also 
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considerably  interpolated.  Theseus  is,  as  usual,  represented  as 
a  constitutional  monarch,  who  practically  directs  a  democracy 
— probably  on  the  model  afforded  by  Pericles.  But  when  he 
determines  to  help  the  suppliants  and  to  send  a  herald  to 
demand  the  burying  of  the  slain,  he  is  anticipated  by  the  Theban 
herald,  who  comes  to  threaten  Theseus  and  to  warn  him  not  to 
take  these  steps.  The  long  discussion  between  them,  ending,  as 
usual,  in  an  agitated  streito  of  stichomuthia,1  is  the  most  interest- 
ing exponent  of  the  poet's  political  views  in  all  his  extant  works. 
The  two  divisions  of  seven  in  the  chorus  sing  an  amcebean 
strain  of  anxious  suspense,  till  in  a  few  moments  a  messenger 
comes  in,  and  (in  violation  of  the  unity  of  time)  narrates  at 
length  Theseus'  victory.  Then  come  in  the  bodies  of  the  slain 
chiefs  with  Theseus,  and  there  follows  a  great  lamentation 
scene,  in  which  Adrastus  speaks  the  eloge  of  each.  Presently 
Evadne,  the  wife  of  Capaneus,  and  sister  of  Hippomedon, 
followed  upon  the  stage  by  her  father  Iphis,  from  whom  she 
has  escaped  in  the  madness  of  her  grief,  enters  upon  a  high 
cliff  over  the  stage,  and  casts  herself  into  the  pyre.  The 
laments  of  Iphis  are  written  with  peculiar  grace.  The  con- 
tinued wailing  of  the  two  choruses,  children  and  parents  of  the 
seven  chiefs,  are  interrupted  by  Adrastus'  promise  of  eternal 
gratitude.  Lastly,  Athene  comes  in  ex  machina  in  a  perfectly 
otiose  and  superfluous  manner,  to  enforce  the  details  of  the 
treaty  between  Athens  and  Argos. 

The  subject  had  been  already  treated  in  ^Eschylus's  Eleu- 
sinians.  The  celebrity  of  the  present  play  may  be  inferred  from 
the  dream  of  Thrasyllus,  on  the  night  before  Arginusae,  that  he 
and  his  six  colleagues  were  victorious  in  playing  the  Phoznissce 
against  the  hostile  leader's  Suppliers,  in  the  theatre  of  Athens, 
but  that  all  his  colleagues  were  dead.  Elmsley's  and  G.  Her- 
mann's are  the  best  editions,  Elmsley's  completing  Markland's 
labours. 

§  208.  The  Hecuba  was  brought  out  before  the  Clouds  of 
Aristophanes,  where  it  is  alluded  to  (in  01.  89,  1).     From  a 

1  M.  Patin  (ii.  p.  195)  notices  this  just  representation  of  nature  by 
the  Greek  tragic  poets,  for  discussions,  at  first  cool,  are  apt  to  become 
violent,  and  compares  it  to  the  parallel  feature  in  the  modern  opera. 


344  HISTORY  OF  CREEK  LITERATURE.  CH.  xvil. 

further  allusion  in  the  play  itself  to  the  Deliac  festival,  restored 
in  01.  88,  3,  it  seems  tolerably  certain  that  it  must  have  ap- 
peared in  01.  88,4  (425  B.C.),  and  may  therefore  have  been 
earlier  than  the  plays  last  mentioned.  But  it  belongs  to  the  same 
period  of  the  poet's  style,  and  differs  considerably  in  this 
respect  from  the  Troades,  which  treats  almost  the  same  sub- 
ject, but  was  brought  out  eight  or  nine  years  later.  I  will 
therefore  not  discuss  them  in  conjunction,  as  some  critics 
have  done,  but  follow  in  preference  the  order  of  time.  The 
Hecuba  has  always  been  a  favourite  play,  and  has  not  only 
been  frequently  imitated,  but  edited  ever  since  Erasmus'  time 
for  school  use.  It  is  by  no  means  so  replete  with  political 
allusions  as  the  Supplices,  and  is  on  the  whole  a  better  tragedy, 
though  not  so  interesting  to  read.  It  treats  of  the  climax  of 
Hecuba's  misfortunes,  the  sacrifice  of  Polyxena  at  the  grave  of 
Achilles,1  and  the  murder  of  Polydorus,  her  youngest  son,  by 
hisThracian  host,  Polymestor.  The  chorus  of  Trojan  captives 
sings  odes  of  great  beauty,  especially  that  on  the  fall  of  Ilium,2 
but  does  not  enter  into  the  action  of  the  play.  The  pleading  of 
Hecuba  with  Odysseus,  who  comes  to  take  Polyxena,  is  full 
of  pathos;  and  so  is  the  noble  conduct  of  the  maiden,  who  is 
a  heroine  of  the  same  type  as  Macaria,  but  varied  with  that 
peculiar  art  of  Euripides  which  never  condescends  to  repeat 
itself.  Macaria  has  the  highest  motive  for  her  sacrifice — the 
salvation  of  her  brothers  and  sisters.  Polyxena  is  sacrificed  to 
an  enemy,  and  by  enemies,  and  is  therefore  obliged  to  face 
death  without  any  reward  save  the  escape  from  the  miseries 
and  disgrace  of  slavery.  Yet  though  she  dwells  upon  these  very 
strongly,  she  seems  to  regret  nothing  so  much  as  the  griefs  of 
her  wretched  and  despairing  mother. 

The  narrative  of  her  death  (which  in  Macaria's  case  is  unfor- 
tunately lost)  forms  a  beautiful  conclusion  to  the  former  half  of 
the  play,  which  is  divided,  like  many  of  Euripides',  between  two 
interests  more  or  less  loosely  connected.     In  the  present  play 

1  It  is  to  be  noted  that  the  scene  being  laid  in  Thrace,  and  the  tomb  of 
Achilles  being  in  the  Troad,  the  so-called  unity  of  place  is  here  violated, 
as  often  elsewhere  in  Greek  tragedy. 

"  vv.  905,  sq.  :  cv  ueV,  S>  irarpls  'l\tds,  K.r.A. 
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the  nexus,  though  merely  accidental,  is  most  artfully  devised,  for 
the  fellow  slave,  who  goes  to  fetch  water  for  Polyxena's  funeral 
rites,  finds  the  body  of  Polydorus  tossing  on  the  shore.  This 
brings  out  the  fierce  element  in  the  heart-broken  mother.  She 
debates,  in  an  aside  not  common  on  the  Greek  stage,1  whether 
she  will  plead  her  case  of  vengeance  to  Agamemnon,  and  then 
she  does  so  with  great  art,  if  not  with  dignity.  Upon  his  acquie- 
scence, she  carries  out  her  plot  vigorously,  murders  Polymestor's 
children,  and  blinds  the  king  himself,  whose  wild  lamentations, 
with  Hecuba's  justification  by  Agamemnon,  and  the  Thracian's 
gloomy  prophecies,  conclude  the  play.  The  change  of  the 
heart-broken  Hecuba,  when  there  is  nothing  more  to  plead  for, 
from  despair  to  savage  fury,  is  finely  conceived,  and  agrees  with 
the  cruelty  which  Euripides  is  apt  to  attribute  to  old  women  in 
other  plays.  M.  Patin  compares  her  to  the  Margaret  in  Shak- 
speare's  Richard  III.  Nevertheless  Hecuba's  lamentation  for 
her  children  is  conceived  in  quite  a  different  spirit  from  that  of 
the  barbarous  Thracian,  who  is  like  a  wild  beast  robbed  of  its 
whelps,  as  the  poet  more  than  once  reminds  us. 

It  may  fairly  be  doubted  whether  Sophocles'  Polyxena  was 
superior,  or  even  equal  to  Euripides'  heroine.  Ennius  selected 
the  Hecuba  for  a  translation,  which  was  admired  by  Cicero  and 
Horace.  Vergil  and  Ovid  recur  to  the  same  original  in  some  ot 
their  finest  writing.  The  earliest  modern  versions  were  by  Eras- 
mus into  Latin,  Lazare  Bai'f  into  French,  and  Dolce  into  Italian. 
In  Hamlet  the  sorrows  of  Hecuba  are  alluded  to  as  proverbial, 
but  probably  in  reference  to  Seneca's  play,  which  will  be  con- 
sidered when  we  come  to  the  Troades.  Contaminations  of  the 
two  plays  were  common  in  France  all  through  the  seventeenth 
arid  eighteenth  centuries.  M.  Patin  selects  for  special  censure 
those  of  Pradon  (1679),  and  Chateaubrun  (1755).  Porson  and 
G.  Hermann  have  spent  critical  labour  on  the  recension  and 
illustration  of  this  play  ;  the  scholia  upon  it  are  unusually  full. 
There  was  an  anonymous  English  version  called  '  Hecuba,  a 
tragedy,'  catalogued  as  by  Rich.  West,  Lord  Chancellor  of  Ire- 

1  This  feature  recurs  in  the  famous  dialogue  between  Ion  and  Creusa 
{Ion,  424,  sq.),  and  elsewhere  in  that  play,  and  may  belong  to  the  later 
style  of  Euripides. 

15* 
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land,  published  in  London  in  1726. l  Though  the  author,  who 
does  not  name  himself,  says  nothing  about  his  handling  of 
the  play,  and  speaks  of  it  as  a  translation,  he  has  made 
notable  changes  ;  in  fact,  it  is  rather  a  French  than  a  Greek 
tragedy.  The  chorus  and  second  messenger's  speech  are 
omitted,  and  both  Polymestor  and  Hecuba  have  attendants, 
with  whom  they  converse.  The  plot  is  considerably  changed. 
I  have  never  seen  any  copy  of  this  rare  print,  except  that  in 
the  Bodleian  Library. 

§  209.  The  Raging  Heracles  (HpciKXije  fj.air6fj.tvoc),  which 
is  among  the  plays  preserved  to  us  by  the  Florentine  MS. 
called  C,  is  one  of  the  most  precious  remains  of  Euripides,  and 
is  full  of  the  deepest  tragic  pathos.  It  seems  to  have  been 
brought  out  about  01.  90,  a  year  or  two  later  than  the  Hecuba, 
and  is  counted  one  of  his  best  plays  in  metre  and  diction  by 
the  critics.  Here,  again,  as  in  the  Hecuba,  two  apparently 
distinct  actions  are  brought  together  really  by  an  unity  of  in- 
terest, but  technically  by  a  new  prologue  of  Iris,  who  explains 
the  sequel  of  the  drama.  Nothing  can  be  more  suited  to 
excite  our  pity  and  terror  than  the  plot,  unconventional  as  it  is. 
The  prior  part  of  the  play,  which  is  constructed  very  like  that 
of  the  Andromache  and  the  Herac/eidce,  turns  upon  the  persecu- 
tion of  the  father,  wife,  and  children  of  the  absent  Heracles, 
by  Lycos,  tyrant  of  Thebes.  With  a  brutal  frankness  then  often 
appearing  in  Athenian  politics,  but  which  it  was  fashionable  to 
ascribe  to  tyrants,  he  insolently  insists  upon  their  death,  and 
proposes  to  drive  them  from  their  asylum  in  the  temple  of  Zeus 
by  surrounding  them  with  fire.  The  aged  Amphitryon  is  for 
excuses  and  delays,  in  the  hope  of  some  chance  relief,  and 
shows  far  more  desire  for  life  than  the  youthful  Megara,  who 
faces  the  prospect  of  death  with  that  boldness  and  simplicity 
often  found  in  Euripides'  heroines.  Her  character  is  drawn 
with  great  beauty,  as  is  also  the  attitude  of  the  chorus  of  old 
men,  who  fire  up  in  great  indignation  at  Lycos,  but  feel  unable 
to  resist  him.     When  the  woeful  procession  of  the  family  of 

1  It  was  brought  out  at  Drury  Lane  Theatre  ;  but,  as  the  author  com- 
plains in  his  preface,  '  a  rout  of  young  Vandals  in  the  galleries  intimidated 
th?  young  actresses,  disturbed  the  audience,  and  prevented  all  attention.' 
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Heracles,  who  have  obtained  the  single  favour  of  attiring 
themselves  within  for  their  death,  reappears  on  the  stage,  and 
M  egara  has  taken  sad  farewell  of  her  sons,  Heracles  suddenly 
appears ;  and  there  follows  a  splendid  scene  of  explanation, 
and  then  of  vengeance,  the  tyrant  being  slain  within,  in  the 
hearing  of  the  chorus,  just  as  in  the  parallel  scene  of  the  Aga- 
memnon. The  chorus  sing  a  hymn  of  thanksgiving ;  and  so 
this  part  of  the  drama  concludes. 

But  at  the  end  of  the  ode  they  break  out  into  horror  at  the 
sight  of  the  terrible  image  of  Lytta,  or  Madness,  whom  Iris  brings 
down  upon  the  palace,  and  explains  that  now  Heracles  is  no  lon- 
ger protected  by  Fate,  as  his  labours  are  over,  and  that  he  is 
therefore  open  to  Here's  vengeance.1  There  is  no  adequate  mo- 
tive alleged  for  this  hatred,  but  before  a  Greek  audience  it  was  so 
well  admitted  as  to  be  reasonably  assumed  by  the  poet.  The 
dreadful  catastrophe  follows,  and  takes  place  during  an  agitated 
and  broken  strain  of  the  chorus,  who  see  the  palace  shaking, 
and  hear  the  noise,  but  learn  the  details  from  a  messenger  in 
a  most  thrilling  speech.  The  devoted  wife  and  affectionate 
children,  whom  Heracles  has  just  saved  from  instant  death, 
have  been  massacred  by  the  hero  himself  in  his  frenzy;  and  he 
was  on  the  point  of  slaying  his  father,  when  Athena  appeared 
in  armour,  and  struck  him  down  into  a  swoon.  The  awaken- 
ing of  Heracles,  the  scene  of  explanation  between  him  and 
Amphitryon  which  follows,  the  despair  of  the  hero,  who  is 
scarcely  saved  from  suicide  by  the  sympathy  of  Theseus,  and  who 
at  last  departs  with  him  for  Athens — all  this  is  worked  out  in 
the  poet's  greatest  and  most  pathetic  style.  M.  Patin  specially 
notices  the  profound  pyschology  in  painting  the  method  of 
Heracles'  madness,  so  unlike  the  vague  rambling  often  put 
upon  the  stage,  and  compares  with  this  scene  the  parallel  one 
in  the  Orestes.  The  awakening  of  the  hero  may  be  intended 
to  rival  the  corresponding  scene  in  Sophocles'  Ajax,  to  which  the 
play  shows  many  striking  resemblances.  Indeed,  the  resolve 
of  Heracles  to  face  life,  after  his  pathetic  review  of  his  ever- 

1  The  student  should  notice  the  trochaic  tetrameters  here,  which  be 
come  more  frequent  in  Euripides'  late  plays,   so  affording  an  internal  test 
where  there  is  no  date. 
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increasing  troubles,  is  far  nobler  and  more  profoundly  tragic 
than  Ajax'  resolve  to  fly  from  disgrace  by  a  voluntary  death. 

The  choral  odes  are  of  great,  though  not  of  equal,  merit,  es- 
pecially the  famous  complaint  against  age,  and  praise  of  youth,' 
so  like  Shakspeare's  Crabbed  Age  and  Youth  ;  indeed,  the  whole 
play  is  well  worthy  of  greater  study  than  it  usually  receives. 
The  sceptical  outbreaks  against  Zeus  and  other  gods  are  here  par- 
ticularly bold,  but  are  tempered  by  the  poet's  splendid  utterance, 
that  all  their  crimes  are  but  '  the  inventions  of  idle  singers.' 
The  praise  of  archery 2  seems  to  imply  a  feeling  that  light- 
armed  troops  were  coming  into  fashion,  and  that  their  usefulness 
was  now  recognised.  We  know  that  Plutarch  was  fond  of  this 
play,  and  Cicero  refers  to  the  ode  on  old  age  in  his  tract  De 
Senectute.  We  have  a  Hercules  Fureus  among  the  plays  of  Seneca, 
exhibiting  all  the  faithless  and  inartistic  copying  of  great  models 
which  we  find  in  the  other  Latin  tragedies  of  this  school.  It  has 
been  little  imitated  in  modern  times.  We  can  now  recommend 
the  admirable  translation  in  Mr.  Browning's  Aristophanes'  Apo- 
logy, as  giving  English  readers  a  thoroughly  faithful  idea  of  this 
splendid  play.  The  choral  odes  are,  moreover,  done  justice 
to,  and  translated  into  adequate  metre — in  this  an  improve- 
ment on  the  Atcestis,  to  which  I  have  already  referred. 

§  210.  The  Ion  seems  to  date  from  the  same  period.  The 
mention  of  the  obscure  ptomontory  of  Rhion,  where  a  great 
Athenian  victory  was  gained  in  429,  and  the  stress  laid  on  the 
architectural  wonders  at  Delphi,  where  the  Athenians,  accord- 
ing to  Pausanias,  built  a  stoa  in  honour  of  the  victory,  seem  to 
fix  it  not  earlier  than  425.  But  the  prominence  of  monodies  in 
the  play  rather  points  to  a  more  recent  date,  when  Euripides  was 
about  to  pass  into  his  later  style.  The  play  is  no  tragedy,  but  a 
melodrama  with  an  ingenious  plot  full  of  surprises,  and  was  cer- 
tainly one  of  the  earliest  examples  of  the  kind  of  plan  adopted 
by  the  genteel  (or  new)  comedy  of  the  next  century.  Were 
there  not  great  religious  and  patriotic  interests  at  stake,  which 
make  the  play  serious  throughout,  it  might  more  fairly  be  called 
a  comedy  than  the  Alcestis  or  Orestes.  Even  the  most  violent 
detractors  of  Euripides  are  obliged  to  acknowledge  the  perfec- 

1  vv.  637,  sq.  -  vv.  190,  sq. 
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tion  of  this  play,  which  is  frequently  called  the  best  he  has  left 
us.  But  surely  excellence  of  plot  in  a  Greek  play  is  not  so 
high  a  quality  as  great  depth  of  passion  and  sentiment.  The 
Ion,  however,  is  not  failing  in  these,  the  peculiar  province  of 
the  older  tragedy,  which  has  but  little  plot. 

Passing  by  Hermes'  prologue,  which  is  tedious  and  dull,  and 
is  in  my  opinion  altogether  spurious,  though  defended  by  good 
critics,  we  come  to  the  proper  opening  scene,  one  of  the  most 
beautiful  of  the  Greek  stage,  in  which  Ion,  the  minister  of  Apollo's 
temple  at  Delphi,  performs  his  morning  duties  about  the  temple, 
and  drives  away  the  birds  which  are  hovering  round  the  holy 
precincts.1  There  is  no  character  in  all  Greek  tragedy  like  this 
Ion,  who  reminds  one  strongly  of  the  charming  boys  drawn  by 
Plato  in  such  dialogues  as  Charmides  and  Lysis.  In  purity  and 
freshness  he  has  been  compared  •  to  Giotto's  choristers,  and 
has  afforded  Racine  his  masterpiece  of  imitation  in  the  Joas 
of  the  Athalie.  But  I  would  liken  him  still  more  to  the  child 
Samuel,  whose  ministrations  are  painted  with  so  exquisite 
a  grace  in  the  Old  Testament.  For  Euripides  represents 
him  to  us  at  the  moment  when  his  childlike  innocence,  and 
absence  of  all  care,  are  to  be  rudely  dissipated  by  sudden  con- 
tact with  the  stormy  passions  and  sorrows  of  the  world.  The 
chorus  (of  Creusa's  retinue)  come  in  to  wonder  at  the  temple  and 
its  sculptures  ;  and  presently  Creusa  herself  enters  to  inquire  of 
the  god,  cloaking  her  case  under  the  guise  of  a  friend's  distress. 
Then  follows  a  scene  of  mutual  confidences  between  the 
unwitting  son  and  mother,  which  is  full  of  tragic  interest. 

I  will  not  pursue  further  the  various  steps  by  which  Ion  is 
declared  first  a  son  of  Xuthus,  then  hated  of  Creusa  as  a  step- 
child, then  her  attempt  to  murder  him,  and  at  last  her  recognition 
of  him  by  the  clothes  and  ornaments  with  which  she  had  exposed 
him.  The  agitated  monologue  of  Creusa,  when  confessing  her 
early  shame,  is  in  fine  contrast  to  the  innocent  freshness  of  the 

1  Tn  support  of  my  belief  in  the  spuviousness  of  the  prologue,  which, 
if  admitted,  makes  the  whole  splendid  dialogue  of  Ion  and  Creusa  idle 
repetition,  I  may  mention  that  the  Androiiieda  and  Iphigenia  in  Aidis, 
both  without  prologues,  open  with  the  actor's  attention  fixed  on  the 
heavens,  as  in  the  monody  of  Ion. 
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monologue  of  Ion.  The  refusal  of  the  boy  to  follow  his  new 
father  to  Athens  is  in  thorough  keeping  with  his  character, 
but  expressed  with  such  political  insight  as  shows  the  poet 
plainly  speaking  through  the  character.  As  I  noted  two  pro- 
logues in  the  Heracles,  so  here  there  are  two  resolutions  of  the 
plot — as  it  were,  two  dii  ex  mac/rina— one  by  the  Delphic 
priestess,  the  other  by  Athena,  who  appears  at  the  end  to  re- 
move all  doubt.  With  very  good  taste  Apollo,  who  could 
hardly  appear  with  dignity,  and  Xuthus,  who  has  been  deceived, 
are  kept  out  of  sight.  But  in  spite  of  much  sceptical  question- 
ing and  complaint,  the  chorus  insists  at  the  end  that  the  gods' 
ways  are  not  our  ways,  and  that  their  seeming  injustices  are 
made  good  in  due  time.  This  and  the  glorifying  of  the  mythic 
ancestors  of  the  Athenians  are  the  lessons  conveyed  in  the  spirit 
of  the  play.  We  can  hardly  call  Creusa  one  of  Euripides' 
heroines,  for  she  is  altogether  a  victim  of  circumstances,  but 
still  she  powerfully  attracts  our  sympathy  in  spite  of  her  weak 
and  sudden  outburst  of  vindictiveness.  The  situation  of.a  dis- 
tracted mother  seeking  her  son's  death  unwittingly  was  again 
used  by  Euripides,  apparently  with  great  success,  in  the  Cres- 
phontes,  from  which  one  beautiful  choral  fragment  remains. 

The  chorus  in  this  play  is  more  than  elsewhere  the  accom- 
plice, and  even  the  guilty  accomplice,  of  the  chief  actress,  and 
its  other  action  is  merely  that  of  curious  observers,  if  we  ex- 
cept one  most  appropriate  ode,1  in  which  Euripides  draws  a  fairy 
picture  of  Pan  playing  to  the  goddesses,  who  dance  on  the  grassy 
top  of  the  Acropolis,  while  he  sits  in  his  grotto  beneath.  The 
grotto  is  there  still,2  and  so  are  the  ruined  temples,  but  no  ima- 
gination can  restore  the  grace  and  the  holiness  of  the  scene, 
now  a  wreck  of  stones  and  dust,  of  pollution  and  neglect. 

There  have  been  fewer  imitations  of  this  play  than  might  be 
expected.  It  was  translated  into  German  by  Wieland,  and  about 
the  same  time  (1803)  brought  on  the  stage  at  Weimar  by  A.  W. 

1  w.  452,  sq. 

2  This  play  decides  a  question  which  lias  divided  archaeologists,  whether 
the  grottoes  of  Apollo  and  of  Pan,  on  the  northern  slope  of  the  Acropolis, 
were  identical  or  not.  A  comparison  of  vv.  502-4  with  v.  938  shows  that 
Ihey  were  the  same. 
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Schlegel,  but  unfortunately  in  a  very  vulgar  and  degraded  version, 
which  gave  Xuthus  a  principal  part  and  produced  Apollo  on 
the  stage,  and  which  so  displeased  the  Weimar  students,  that  old 
Goethe,  in  imitation  of  whose  Iphigenia  the  play  was  written,  and 
who  had  taken  great  pains  about  its  representation,  was  obliged 
to  stand'  up  and  command  silence  in  the  pit.  There  was  an 
English  imitation  by  W.  Whitehead  in  1754.  The  Ion  of  Tal- 
fourd  has  only  the  general  conception  of  Ion  in  common  with 
the  Greek  play,  from  which  it  is  in  no  sense  imitated.  As  to  com- 
mentaries, after  Hermann's  recension  (i827)we  have  three  most 
scholarly  editions  by  C.  Badham  (1851,  1853,  and  1861),  of 
which  the  second  is  the  fullest  and  best,  but  in  all  the  critical 
powers  of  the  author  and  the  unmistakeable  influence  of  Cobet 
are  apparent. 

§  211.  The  Troddes  came  out  in  415  b.c.  as  the  third  play 
with  the  Alexander  and  Pulamedes :  it  was  followed  by  the 
Sisyphus  as  the  satyrical  piece.  It  was  defeated  by  a  tetralogy 
of  Xenokles — the  CEdipus,  Lycaon,  Bacchcz,  and  Athamas. 
Treating  of  the  same  subject  as  the  Hecuba,  it  somewhat  varies 
the  incidents  and  the  characters,  the  death  of  Astyanax  sup- 
planting that  of  Polyxena,  and  both  Cassandra  and  Andromache 
appearing,  There  is,  however,  far  less  plot  than  in  the  Hecuba, 
and  we  miss  even  the  satisfaction  of  revenge.  It  is  indeed  more 
absolutely  devoid  of  interest  than  any  play  of  Euripides,  for  it 
is  simply  'a  voice  in  Ramah,  and  lamentation — Rachel  weeping 
for  her  children,  and  would  not  be  comforted,  because  they  were 
not.'  It  is  the  prophet's  roll '  which  was  written  within  and  with- 
out with  mourning  and  lamentation  and  woe.'  Nevertheless  the 
wild  and  poetic  fervour  of  Cassandra  reminds  us  of  the  great 
passage  in  the  Agamemnon.  The  litigious  scene  in  which  Hecuba 
and  Helen  argue  before  Menelaus,  and  the  constant  appear- 
ances of  Talthybius,  are  not  agreeable  diversions.  Above  all,  the 
ruthless  murder  of  the  infant  Astyanax  is  too  brutal  to  be  fairly 
tolerable  in  any  tragedy.  As  regards  the  loose  connection  of 
the  scenes,  Patin  very  properly1  shows  how,  in  what  may  be 
called  Euripides'  episodic  pieces,  he  reverts  to  the  trilogistic  idea 
of  ^Eschylus,  but  crowds  together  the  loosely  connected  plays 

1  '•  333- 
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of  the  trilogy  into  the  loosely  connected  scenes  of  a  single  play. 
This  sort  of  tragedy,  which  is  in  effect  very  like  the  old  lyrical 
pieces,  such  as  the  Supplices  and  Persa,  was  put  on  the  stage 
in  contrast  to  the  tragedies  of  intrigue,  the  one  being  in- 
tended to  affect  the  heart,  the  other  to  excite  the  imagination  of 
the  spectator.  The  main  sign  of  Euripides'  later  style  is  the 
prevalence  of  monodies,  in  which  he  excels,  in  spite  of  all 
Aristophanes'  ridicule,  and  which  are  the  most  splendid  features 
in  both  the  Ion  and  in  this  play. 

The  many  imitations  have  so  naturally  contaminated  the 
Troades  with  the  Hecuba,  that  it  is  not  easy  to  treat  them  sepa- 
rately. Several  passages  in  Vergil's  ^Eneid,  such  as  the  appeal 
of  Juno  to  /Eolus,  and  the  awful  picture  of  the  fall  of  Troy, 
are  plainly  adopted  from  the  Troades.  The  Troades  of  Seneca 
is  considered  by  goud  critics  as  the  finest  of  that  collection  of 
Latin  plays,  and,  in  spite  of  its  faults  of  tinsel,  of  false  rhetoric, 
and  of  overdone  sentiment,  has  real  dramatic  merit.  The 
deaths  of  Polyxena  and  of  Astyanax  are  both  wrought  in,  thus 
copying  features  from  each  of  Euripides'  tragedies.  But  there  is 
a  very  splendid  tragic  scene  added  on  the  attempts  of  Andro- 
mache to  deceive  Ulysses,  and  hide  her  child.  Her  violent 
fury  and  her  threats  are,  however,  foreign  to  the  conception 
of  both  Homer,  Vergil,  and  Euripides.  Thus  again,  Seneca's 
Talthybius  is  led  into  sceptical  doubts  at  the  sight  of  the 
Trojan  misfortunes,  and  a  whole  chorus  is  devoted  to  the 
denial  of  any  future  life — a  grave  and  inartistic  anachronism. 
There  is  a  French  Troades  by  Gamier  (1578),  built  as  much 
on  Seneca  as  on  Euripides,  one  by  Sallebray  (1640),  and 
numerous  obscure  plays  towards  the  end  of  the  last  century.  I 
cannot  but  think  that  the  epics  of  Homer  and  Vergil  have  been 
the  real  reason  of  the  great  popularity  of  these  subjects  upon 
the  stage.  I  do  not  suppose  that  either  of  Euripides'  plays 
would  have  sufficed  to  lead  the  fashion. 

§  2 1 2.  The  Helena,  which  comes  to  us,  like  some  other  plays, 
through  the  Florentine  codex  C  alone,  and  in  a  very  corrupt 
and  much  corrected  state,  has  been  placed  very  low  among  the 
plays  of  Euripides.  It  seems  to  have  come  out  with  the 
Andromeda,  in  412  n.c.  (01.  91,  4),  and  was  certainly  ridiculed 
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with  it  by  Aristophanes  in  his  Thesmophoriazuscz,  not  without 
reason.  The  play  is  a  very  curious  one,  and  to  be  placed  on  a 
par  with  the  Electro,  (which  distinctly l  alludes  to  it)  on  account 
of  its  very  free  handling  of  the  celebrated  legend  of  the  rape 
of  Helen.  The  version  which  kept  the  heroine  in  Egypt,  and 
denied  that  she  had  ever  been  in  Troy,  was  first  given  by  Stesi- 
chorus,  and  was  repeated  by  the  Egyptian  priests  to  Herodotus, 
whose  history  did  not  appear  till  about  this  time.  Stesichorus, 
moreover,  invented  or  found  the  notion  of  a  phantom  Helen 
at  Troy.  The  palinode  of  Stesichorus  (cf.  above,  p.  203)  was  very 
celebrated,  and  is  repeatedly  alluded  to  by  Plato.  Neverthe- 
less, it  seems  very  bold  to  transfer  to  the  stage  the  fancy  of  a 
few  literary  men,  or  in  any  case  to  contradict  the  greatest  and 
the  best  established  of  all  the  popular  myths.  It  is  evident 
that  this  innovation  did  not  prosper.  Isocrates,  in  his  Enco- 
mium, takes  no  notice  of  it,  and  no  modern  has  attempted  to 
reproduce  it  except  the  German  Wieland.  Apart  from  this 
novelty,  there  is  throughout  a  friendly  and  even  respectful  hand- 
ling of  Sparta  and  the  Spartans,  which  contradicts  the  general 
tone  of  the  poet's  mind,  and  stands,  I  think,  alone  among 
his  extant  plays.  Again,  though  there  is  much  scepticism  ex- 
pressed, especially  of  prophecies,  as  was  his  wont  at  this  period, 
the  noblest  character  is  a  prophetess,  who  possesses  an  unerring 
knowledge  of  the  future.  Menelaus,  too,  who  is  elsewhere  a 
cowardly  and  mean  bully,  is  here  a  ragged  and  distressed,  but 
yet  bold  and  adventurous  hero,  with  no  trace  of  his  usual  stage 
attributes.  And,  lastly,  Helen  is  a  faithful  and  persecuted 
wife,  though  in  the  Troades,  which  shortly  preceded,  and  the 
Orestes,  which  followed,  this  play,  she  appears  in  the  most  odious 
colours,  and  in  accordance  with  the  received  myth.  All  these 
anomalies  make  the  Helena  a  problem  hard  to  understand,  and 
still  harder  when  we  compare  it  with  the  masterly  Iphigenia  in 
Tauris,  which  is  laid  on  exactly  the  same  plan,  and  is  yet  so 
infinitely  greater,  and  better  executed.  The  choral  odes  are 
quite  in  the  poet's  later  style,  full  of  those  repetitions  of  words 
which  Aristophanes  derides.2     The  ode   on   the    sorrows   of 

1  v.  1271. 

2  Mr.  Browning  has  not  failed  to  reproduce  this  Euripidean  feature  with 
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Demeter    is    absolutely    irrelevant,   though    gracefully   com- 
posed. 

Nevertheless,  there  is  at  least  one  scene,  that  of  the  recog- 
nition of  Menelaus  and  the  real  Helen,  witnessed  by  an  old  and 
faithful  servant,  which  is  of  the  highest  merit  in  beauty  and 
pathos,  and  we  wonder  how  the  poet  should  have  chosen 
that  mythical  couple,  whose  conjugal  relations  in  all  his  other 
tragedies  were  most  painful,  to  exemplify  the  purest  and  most 
enduring  domestic  affection.  This  recognition  scene  should 
take  its  place  in  Greek  literature  with  the  matchless  scene  in 
the  Odyssey,  for  the  love  of  husband  and  wife  was  rarely 
idealised  by  the  Greeks,  and  these  grand  exceptions  are  worthy 
of  especial  note.  I  suppose  that  by  this  bold  contradiction  not 
only  of  the  current  view  of  Helen,  but  of  his  own  treatment  of 
her  and  Menelaus  in  other  plays,  the  poet  meant  to  teach  that 
the  myths  were  only  convenient  vehicles  for  depicting  human 
character  and  passion,  and  had  no  other  value.  Since  Her- 
mann's recension,  the  most  important  special  edition-is  that  of 
Badham,1  who  has  done  much  for  the  text. 

§  213.  We  may  choose  next  in  order  the  Iphigetiia  among 
the  Tauri,  a  play  of  unknown  date,  but  evidently  a  late  produc- 
tion of  the  poet's,  to  judge  from  the  metres,  the  prevalence  of 
monodies,  and  the  irrelevant  choruses.  It  is  very  like  in  plot  to 
the  Helena.  In  fact,  the  main  elements  are  the  same  in  both 
plays.  Iphigenia,  like  Helen,  is  carried  off  by  a  special  interpo- 
sition of  the  gods  to  a  barbarous  land,  where  she  is  held  in 
honour,  but  pines  to  return  to  her  home.  Both  plays  turn  on  the 
mutual  recognition  of  the  heroines  and  their  deliverers,  the  hus- 
band and  the  brother,  and  then  upon  the  dangers  of  the  escape, 
the  deceiving  of  the  barbarian  king  in  attaining  it,  and  the  supe- 
rior seamanship  and  courage  of  the  Greek  sailors.  But  in  this 
second  play,  Euripides  has  not  contradicted  any  received  myth, 
or  distorted  any  well-known  mythical  type,  and  has,  moreover, 
woven  in  the  mutual  friendship  of  Orestes  and  Pylades,  and 

great  art  and  admirable  effect  in  his  version  of  the  Heracles.     We  might 
adduce  examples  from  a  totally  different  school,  the  lyrics  of  Uhland  and 
Plathen,  and  how  beautiful  they  are  ! 
1  Along  with  the  Iph.  Taw.  in  1851. 
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made  Iphigeniaa  heroine  not  only  of  situation,  but  of  character. 
In  both  plays,  though  he  has  not  scrupled  to  make  barbarians 
talk  good  Greek,  he  has  avoided  the  objections  to  a  barbarian 
chorus,  by  giving  the  heroine  a  following  of  Greek  attendants, 
who  are  naturally  her  accomplices.  They  even  interfere  actively 
in  the  Helena  by  literally  laying  hold  of  the  enraged  king,  and 
striving  to  turn  away  his  vengeance  from  his  priestess  sister; 
in  the  Iphigenia,  by  the  more  questionable  expedient  (unique, 
I  think,  in  the  extant  tragedies)  of  telling  the  anxious  mes- 
senger a  deliberate  falsehood  to  delay  the  king's  knowledge 
of  the  prisoners'  and  the  priestess'  escape.1 

The  prologue,  spoken  by  Iphigenia  herself,  explains  how  she 
had  been  snatched  from  under  the  knife  of  Calchas  and  carried 
by  Artemis  to  the  Tauric  Chersonese,  where,  as  her  priestess, 
she  was  obliged  to  prepare  for  sacrifice  (Euripides  has  here 
artistically  softened  the  fierce  legend)  such  luckless  strangers  as 
were  cast  upon  the  coast.  Doubtless  early  Greek  discoverers 
and  adventurous  merchantmen  often  met  this  fate  at  the  hands 
of  the  wild  Scythians,  and  it  addei  to  the  excitement  which 
enveloped  the  commerce  of  the  early  Greeks — '  cette  race,' 
says  Dumas,  'qui  a  fait  du  commerce  une  poe'sie.'  The 
first  ode  of  the  chorus2  embodies  this  feeling  with  great  spirit. 
But  Iphigenia  has  been  agitated  by  a  dream,  which  portends 
to  her  the  death  of  Orestes,  upon  whom  she  had  long  fixed 
her  vague  and  undefined  hopes  of  restoration  to  her  home. 
The  dream  is  admirably  conceived,  but  it  seems  to  me  that  the 
absolute  certainty  which  it  breeds  in  her  mind,  and  her  conse- 
quent sacrifice  of  libations,  is  somewhat  of  a  flaw  in  the  action 
of  the  play.  At  no  epoch  have  men  been  forthwith  persuaded 
by  mere  dreams  without  any  other  evidence.  In  the  next  scene 
Orestes  and  Pylades  appear,  who  have  been  directed  by  Apollo, 
in  spite  of  the  acquittal  before  the  Areopagus,  to  complete  the 
recovery  of  Orestes  by  carrying  off  the  image  of  the  Tauric 
goddess  to  Attica — a  detail  which  gives  the  story  a  local  interest  to 

1  It  is   remarkable   that  Iphigenia    addresses    them   individually    (w. 
1067,  sq.) — a  device  not  elsewhere  used  in  Greek  tragedy,  so  far  as  I  can 
remember.     Cf.  Patin,  iv.  109,  on  the  point. 
"  2  vv.  392,  sq. 
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the  audience.  The  long  responsive  monodies  of  Iphigenia  and 
the  chorus  over  their  funeral  libations  are  interrupted  by  the 
fine  narrative  of  a  shepherd,  who  tells  of  the  discovery  of  the 
friends,  the  madness  of  Orestes,  the  devotion  of  Pylades,  and 
the  difficult  capture  of  the  heroic  young  men.  The  soliloquy  of 
Iphigenia  when  she  hears  the  news  is  peculiarly  beautiful.1 
After  the  above-mentioned  most  appropriate  chorus,  they  are 
led  in  bound,  and  there  ensues  between  Iphigenia  and  Orestes 
the  finest  dialogue  left  us  by  any  Greek  tragic  poet.  At  its  close 
she  proposes  to  save  Orestes  and  send  him  with  a  letter  to 
Argos,  but  she  is  stayed  by  his  devotion,  for  he  will  not  escape 
at  the  cost  of  his  friend's  life.  The  contest  between  Orestes  and 
Pylades,  as  to  which  should  sacrifice  himself  for  the  other,  lias 
afforded  all  the  imitators  great  scope  for  a  dramatic  scene,  but 
was  evidently  not  prominent  to  Euripides,  who  treats  it  with 
some  reserve  and  coldness.  The  recognition  by  means  of  the 
letter  of  which  Iphigenia  tells  the  contents  has  been  praised  ever 
since  Aristotle,  and  the  ensuing  scene  may  be  compared  with 
the  rejoicings  of  brother  and  sister  in  Sophocles'  Electra,  which 
it  closely  resembles.  The  devices  to  overreach  king  Thoas,  the 
attempted  flight  and  danger  of  the  three  friends,  and  the  inter- 
position of  Athene  conclude  a  play  second  to  none  of  Euripides' 
in  depth  of  feeling  and  ingenuity  of  construction.  The  last  ode 
on  the  establishment  of  Apollo's  worship  at  Delphi  is  perfectly 
irrelevant,  but  very  Pindaric  in  style  and  feeling,  and  is,  like 
all  the  odes  of  the  play,  full  of  lyric  beauty. 

Aristotle  mentions  a  play  on  the  same  subject  by  Polyidos, 
in  which  Orestes  was  actually  led  to  the  altar,  and  recognised 
by  his  passionate  comparison  of  his  own  and  his  sister's  fate. 

'   VV    344-53  :   S>  KapSia  raKaiva,  irplv  /xev  is  |eVous 
ya\7]vhs  ^ffda  Kal  (piAotKTip/j.cci'  aei, 
is  6ov/j.6(pvAov  avafx(Tpovjj.iv7]  8d.Kpu, 
"EAArjvas  avSpas  qyfjc'  is  x*Pas  ^d@ots. 
vvv  5'  e|  oveipccv  oicriv  r)ypiu>/j.e8a, 
SoKovff'   OpiaTTjv  jurj/ce'fl'  rjAiov  [SAitrtiv, 
Svauovu  /xe  ATj^ecfl',  o'trivis  woQ'  ?J*c€Te. 
teal  toCt'  #/>'  %v  a\r]6is,  ycrOdp-riv,  (pi\ai, 
ol  Svcttvx^s  yap  to7o~iv  evTvx^cTipots 
avTol  KaA&s  irpd^avTts  ov  (ppovovcriv  eS. 
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Sophocles  had  composed  an  Aletes,  and  an  Erigone,  both  based 
on  the  adventures  of  the  characters  upon  their  return  to  Greece. 
Euripides  was  imitated  perhaps  by  Ennius,  certainly  by  Pacuvius 
in  his  famous  Dulorestes,  in  which,  according  to  Cicero,  the 
mutual  contest  of  the  friends  to  encounter  death  for  each  other 
excited  Storms  of  applause.  One  of  the  earliest  Italian  dra- 
matists, Ruccellai,  composed  a  Tauric  Iphigenia  about  1520. 
There  was  another  by  Martello,  about  two  centuries  later.  The 
French  dramatists  insisted,  as  usual,  on  improving  on  Euripides, 
especially  by  introducing  a  love  affair.  The  Scythian  king  filled 
he  gap,  and  appeared  on  the  stage,  as  the  French  say,  eti 
soupirant.  Even  in  Racine's  sketch,  which  is  preserved,  and 
which  gives  a  short  abstract  of  the  matter  for  the  scenes  of  a 
first  act,  the  king's  son  is  enamoured  of  the  heroine,  and  would 
evidently  have  been  made  the  means  qf  saving  Orestes  and 
Pylades  from  their  impending  death.  This  element  was  ex- 
aggerated, and  the  splendours  of  a  French  court  and  of  foreign 
diplomacy  added  to  the  Oreste  of  Le  Clerc  and  Boyer,  and  to 
the  Oreste  et  Pylade  of  Lagrange-Chancel,  the  supposed  suc- 
cessor of  Racine.  Guimond  de  la  Touche's  play  (1757)  is  said 
to  be  more  simple,  and  pleased  everybody  at  the  time  except — 
Voltaire,  Grimm,  and  Diderot !  But  with  the  aid  of  Gluck's 
music,  the  opera  of  1778  laid  permanent  hold  of  public  taste.1 
There  yet  remains  the  very  famous  Iphigenia  of  Goethe  for 
our  consideration.  This  excellent  play  has  been  extolled  far 
beyond  its  merits  by  the  contemporaries  of  its  great  author,  but 
is  now  generally  allowed,  even  in  Germany,  to  be  a  somewhat 
unfortunate  mixture  of  Greek  scenery  and  characters  with 
modern  romantic  sentiment.  It  therefore  gives  no  idea  what- 
ever of  a  Greek  play,  and  of  this  its  unwary  reader  should  be 
carefully  reminded.  Apart  from  the  absence  of  chorus,  and  the 
introduction  of  a  sort  of  confidant  of  the  king,  Arkas,  who  does 
nothing  but  give  stupid  and  unheeded  advice,  the  character  of 
Thoas  is  drawn  as  no  barbarian  king  should  have  been  drawn — 
a  leading  character,  and  so  noble  that  Iphigenia  cannot  bring 
herself  to  deceive  him,  a  scruple  which  an  Athenian  audience 

1  Gluck  brought  out  both  the  Iph.  Aid.  and  Taur.     Cf.  Patin,  iii.  p.  6. 
and  iv.  p.  127,  who  gives  1774  and  1778  as  the  years  of  their  appearance. 
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would  have  derided.  Equally  would  they  have  derided  Orestes' 
proposal,  of  which  Thoas  approves,  to  prove  his  identity  by 
single  combat,  and  still  more  the  argument  which  Iphigenia 
prefers  to  all  outward  marks — the  strong  yearning  of  her  heart 
to  the  stranger.  The  whole  diction  and  tone  of  the  play  is, 
moreover,  full  of  idealistic  dreaming,  and  conscious  analysis 
of  motive,  which  the  Greeks,  who  painted  the  results  more 
accurately,  never  paraded  upon  the  stage.  The  celebrity  of  this 
so-called  imitation  will  afford  an  excuse  for  so  much  criticism. 

§  214.  The  Electro,  must  have  appeared  during  the  closing 
years  of  the  Peloponnesian  War,  and  was  fresh  in  men's  memory 
when,  as  Plutarch  tells  us,1  during  the  deliberations  about  the 
fate  of  conquered  Athens,  a  Phocian  actor  sung  the  opening 
monody  of  Electra,  and  moved  all  to  pity  by  the  picture  of 
a  whilom e  princess  ^reduced  to  rags  and  to  misery.  The 
incident  is  said  to  have  had  a  distinct  influence  in  saving  the 
city  from  destruction.  This  testimony  to  the  merit  of  at 
least  one  scene  in  the  play  is  hardly  admitted  by"  the  majority 
of  critics,  who  have  made  the  Electra  a  source  of  perpetual 
censure  and  perpetual  amusement,  and  have  generally  set  it 
down  as  the  weakest  extant  production  of  Euripides,  and  a 
wretched  attempt  to  treat  with  originality  a  subject  exhausted 
by  his  greater  predecessors.  I  need  not  go  into  detail  as  regards 
these  objections,  which  have  been  set  forth  with  great  assurance 
and  with  an  air  of  high  superiority  by  A.  W.  Schlegel,  who  never- 
theless, as  I  have  already  stated  (above,  p.  351),  himself  sig- 
nally failed  in  his  endeavours  to  improve  upon  the  Ion  of  the 
despised  Euripides. 

Turning  to  the  play  itself,  the  first  remark  to  be  made 
is  that  it  was  clearly  meant  as  a  critique  on  certain  defects 
in  the  earlier  Electras.  Apart  from  its  intention  as  a  drama,  it 
is  a  feuilleton  sptr/tucl,  as  M.  Patin  calls  it,  and  so  far  takes 
its  place  with  the  literary  criticism  common  in  the  Middle 
Comedy.  Euripides  attacks2  the  three  various  signs  of  re- 
cognition which  satisfied  the  simpler  Electra  of  ^Eschylus, 
viz.  a  likeness  of  colour  and  texture  in  the  hair,  an  identity  in 
the  size  of  the  foot,  shown  by  deep  footprints,  and  the  design 

1  Lys.  c.  15.  2  vv«  524,  sq. 
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of  a  garment  which  must  have  been  long  since  worn  out.  The 
new  Electra  ridicules  all  these  tokens,  and  passing  by  without 
comment  the  family  ring  used  by  Sophocles,  is  content  with  a 
scar  on  the  forehead  of  the  unknown  brother,  which  has  not 
escaped  similar  criticism,  but  which,  we  must  remind  the 
triumphant  objectors,  is  not  discovered  by  the  young  princess, 
but  by  an  aged  servitor,  who  had  known  Orestes  as  a  child,  and 
was  merely  directed  by  this  mark  to  tax  his  memory  of  the  face. 
As  soon  as  the  recognition  is  completed,  the  poet  plainly  criti- 
cises the  long  and  dramatically  absurd  scene  of  Electra's  re- 
joicing in  Sophocles,  by  cutting  short  these  ebullitions  and 
proceeding  at  once  to  the  plot  against  the  royal  murderers. 
He  implies  a  censure  of  both  his  predecessors'  economy  by  set- 
ting aside  as  impossible  and  hopeless  what  they  had  admitted 
without  hesitation — an  attack  on  the  reigning  tyrants  in  their 
own  palace — and  makes  the  success  of  the  attempt  turn  on  the 
absence  of  both  from  their  fortress  and  their  guards.  This 
alters  the  plan  of  his  play  ;  he  represents  ^gisthus  as  slain  at 
a  sacrifice  to  which  he  had  invited  the  strangers,  and  Clytem- 
nestra  as  enticed  to  visit  Electra's  peasant  home  under  pretence 
of  a  family  sacrifice.     But  these  are  only  external  points. 

The  really  important  ethical  criticism  of  his  predecessors  is 
his  approval  of  iEschylus,  and  condemnation  of  Sophocles,  in 
painting  the  hesitation  of  Orestes  when  he  sees  his  mother  ap- 
proaching, and  the  outburst  of  dread  and  of  remorse  in  both 
brother  and  sister  when  the  deed  is  done — a  pointed  contrast  to 
the  happy  piety  of  the  pair  in  Sophocles  (above,  p.  289),  where 
the  voice  of  Apollo's  oracle  sets  at  rest  every  scruple  of  filial  duty 
or  of  natural  conscience.  In  other  respects  Euripides'  Electra 
is  nearer  to  the  conception  of  Sophocles  :  she  is  harder  and 
fiercer  than  her  brother,  and  is  brought  in  acting  at  the  matri- 
cide, instead  of  being  more  delicately  removed  from  the  action, 
as  in  the  play  of  ^Eschylus.  But  he  seems  to  me  to  have  in- 
tended it  as  a  further,  and  a  sound,  criticism  on  the  improba- 
bilities of  the  earlier  stage,  when  he  represents  ^Egisthus 
as  unable  to  bear  with  this  sharp-tongued  and  furious  lire 
concileable  in  his  palace,  and  the  mother  as  a  sort  of  weak 
defender  of  her  child,  submitting  to  the  ignoble  compromise 
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of  marrying  her  to  a  peasant.  He  has  moreover  attributed 
a  certain  gentle  contrition  to  Clytemnestra,1  which  makes  her 
an  amiable  contrast  to  Electra,  and  excites  some  sympathy 
in  spite  of  her  crimes,  so  that  we  come  to  look  upon  her  as  we 
do  upon  the  queen  in  Hamlet,  erring  and  even  defending  her 
errors  with  criminal  sophistry,  but  not  reprobate.  This  point 
gives  peculiar  bitterness  to  the  remorse  of  the  murderers,  at 
least  in  the  spectator's  mind. 

If  we  continue  our  study  of  the  play,  and  observe  its 
general  temper,  it  strikes  us  as  of  all  the  extant  tragedies 
the  most  openly  democratic  in  tone.  In  many  other  of  his 
plays,  Euripides  has  represented  trusty  slaves  of  noble  cha- 
racter and  self-devotion,  and  reiterated  the  sentiment  that  sla- 
very is  an  accident,  and  that  there  is  nobility  in  men  of  low 
degree.  But  these  instances  are  almost  all  in  the  retinue  of 
princes.  In  the  present  play  Euripides  not  only  puts  peasants 
on  the  tragic  stage,  but  makes  them  the  noblest  and  most 
intelligent  of  his  characters.  Electra's  husband  is  the  moral 
hero  of  the  play,  as  Orestes  testifies  in  a  remarkable  aside  ; 2 
the  aged  farmer  from  the  Spartan  frontier  is  the  moving  spirit 
in  the  devising  of  the  plot.  Not  only  are  these  excellent 
people  in  every  respect  equal  to  their  tragic  parts,  but  the 
obscurity  of  their  life  secures  them  from  the  misfortunes  and 
miseries  to  which  great  houses  are  almost  hereditarily  exposed. 
Orestes  and  Electra  are  the  playthings  of  oracles  and  family 
curses,  and  of  an  ambitious  position,  which  forces  them  into 
exile  and  into  crime.  When  the  catastrophe  is  over,  the  poor 
people  who  have  helped  them  return  to  their  simple  and  un- 
eventful life,  only  altered  by  the  gratitude  of  their  princes.  If 
Euripides  was  indeed  ever  influenced  by  what  the  Germans  call 
the  Ochlocracy,  it  was  in  this  drama,  where  he  vindicates  the 
dignity  of  the  lower  classes,  and  exhibits  the  dangers  and  respon- 
sibilities of  greatness.  The  grace  and  nature  of  the  bucolic 
scenes  at  the  opening  show  a  remarkable  idyllic  power  in  the 
poet,  unlike  anything  we  possess  before  Theocritus,  and  we  may 
well  wonder  at  the  curious  want  of  taste  in  the  critics  who 
have  ridiculed  this  part  of  the  play — 

1   VV.    II02-IO,  '  VV.  367,  sq. 
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Triumphant  play,  wherein  our  poet  first 
Dared  bring  the  grandeur  of  the  Tragic  Two 
Down  to  the  level  of  our  common  life, 
Close  to  the  beating  of  our  common  heart.1 

The  choral  odes  are  slight  and  unimportant ;  the  fawning  flat- 
tery shown  to  Clytemnestra,  whose  danger  they  know,  and 
have  prepared,  exhibits  a  degradation  very  unusual  in  any 
but  the  later  plays  of  Sophocles  or  Euripides,  when  the  chorus 
was  waning  rapidly  in  importance.  I  cannot  but  think  that 
this  play  was  rather  intended  for  a  reading  public  than  for  the 
stage.  Hence,  though  it  never  made  its  mark  as  a  tragedy,  it  is 
among  the  most  characteristic  and  instructive  pieces  left  us  in 
early  criticism. 

§  215.  The  Orestes,  brought  out  in  409  b.c.  (in  the  archon- 
ship  of  Diokles,  01.  92,  4),  is  agreed  on  all  hands  to  exhibit 
most  strongly  both  the  merits  and  defects  of  the  author.  In  the 
looseness  and  carelessness  of  the  metre,  in  the  crowding  of  in- 
cidents at  the  end  of  the  play,  in  the  low  tone  of  its  morality — 
they  are  all  base,  says  the  scholiast,  except  Pylades,  and  yet  even 
he  advises  a  cold-blooded  murder  for  revenge's  sake — there  is  no 
play  of  Euripides  so  disagreeable.  On  the  other  hand,  for  dra- 
matic effect,  as  the  same  scholiast  observes,  there  is  none  more 
striking  ;  but  this  applies  only  to  the  opening  scenes.  The  sub- 
ject is  the  same  as  that  of  ^-Eschylus'  Eumenides,  but  instead  of 
visible  Furies  in  visible  pursuit,  the  consequences  of  remorse, 
the  horrors  of  a  distraught  imagination,  and  the  suffering  of 
disease,  are  put  upon  the  stage,  and  the  purely  human  affection 
of  a  sister  seeks  to  relieve  the  woes  which  the  gods  can  hardly 
heal  in  ^Eschylus.  Yet  all  through  the  play  there  are  satiri- 
cal and  even  comic  elements,  which  have  led  to  the  reasonable 
conjecture  that  it  was  meant,  like  the  Alcestis,  to  supply  the 
place  of  a  satyric  drama. 

Thus,  after  Electra's  prologue,  of  which  Socrates  is  said 
to  have  peculiarly  admired  the  first  three  lines,  Helen,  who 
has  ust  arrived  from  sea,  proposes  to  her  to  bring  fune- 
ral offerings  to  the  tomb  of  Clytemnestra,  under  pretence 
of  her  own   unpopularity   and  Hermione's  youth.     This   ab- 

1  R.  Browning,  Aristoph.  Apol.  p.  357. 
VOL.   I.— 16 
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surdly  tactless  and  evidently  selfish  request  is  politely  but 
venomously  declined  by  Electra,  who  comments  upon  the 
niggard  offering  of  Helen's  hair.1  The  arrival  of  the  chorus, 
whom  Electra  strives  with  intense  anxiety  to  quiet,  for 
fear  of  disturbing  Orestes,  leads  to  his  awakening,  and  to 
the  famous  scene,  which  has  excited  the  wonder  of  all 
its  readers,  and  which  I  will  not  profane  by  a  dry  abridg- 
ment.2 The  arrival  of  Menelaus  leads  to  a  dialogue  which 
shows  him  both  cowardly  and  selfish  ;  but  in  the  speech  of  old 
Tyndareus,  who  comes  in  to  urge  the  death  of  Orestes,  and  to 
dissuade  Menelaus  from  interfering,  there  are  most  wise  and 
politic  reflections  on  the  majesty  of  the  law,  and  the  necessity 
of  submitting  men's  passions  to  its  calm  decrees.  Granting, 
he  argues,  that  Clytemnestra  did  murder  his  father — a  most 
shocking  crime,  which  he  will  not  palliate — Orestes  should 
have  brought  an  action  against  her,  and  ejected  her  for- 
mally from  his  palace,3  but  not  have  propagated  bloody 
violence  from  generation  to  generation.4  This  very  en- 
lightened argument,  one  which  was  familiar  to  the  Athenian 
democracy  of  the  day,  but  has  not  since  asserted  itself  until 
now,  and  even  now  only  partially  through  Europe,  is  surely 
the  most  advanced  and  modern  feature  in  the  literature  of  the 
Periclean  age.  The  character  of  Pylades,  who  supports 
the  tottering  Orestes  to  the  public  assembly,  where  his  fate 
is  to  be  decided,  their  touching  affection,  and  the  sarcas- 
tic description  of  the  meeting  and  of  the  speakers,  in  which 
critics  have  found  portraits  of  the  demagogue  Cleophon  and  of 

1  w.  126-31 :  S>  (pvcris,  iv  avQpunroioiv  ws  /u.e'7'  el  ko.k6v, 

<T(DTiipi6v  T€  To7s  KaAdJS  K(KTT)/XZV01S. 

eifSsTe  Trap'  aKpas  ws  airedpicrev  i-pi^as, 
<rw£ov<ra  KaAAos  ;  eart  5'  77  TraAai  yvvr]. 
Oeoi  <re  nt<T7i<reiai>,  ws  p   a7ra>Ae<ras 
Kal  t6vSs  izaaav  0'  'EAAaS'.  2/  raAafj/'  tyca. 

2  vv.  211-313.  3  vv.  496-502. 

4  523-25  :  afivva!  8',  baovTtep  fivvaros  el/J-t,  r<+  v6fxo\ 

7-b  6r]piwSes  tovto  Kal  /xiaKpivov 
iravwv,  o  ;coi  ynv  Kal  xoAeis  uWva'  aei 
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Socrates  l — all  this  is  still  on  a  high  level,  and  worthy  of  its 
great  author.  But  when  Orestes  and  Electra  turn,  at  the 
advice  of  Pylades,  from  pathetic  laments  to  revenge,  and 
invoke  the  aid  of  Agamemnon  to  murder  Helen  and  Electra, 
our  sympathies  are  estranged,  and  no  interest  remains  except 
in  the  very  comic  appearance  of  the  Phrygian  slave,  and  his 
remarkable  monody.  The  reconciliation  and  betrothal  of 
the  deadly  enemies  at  the  end  is  plainly  a  parody  on  such 
denouements.  There  are,  as  usual,  many  sceptical  allusions 
throughout  the  play,  and  one  remarkable  assertion  of  physical 
philosophy.2 

Though  the  quotations  and  indirect  imitations  of  the 
Orestes,  as  well  as  translations  from  the  great  scene,  have 
been  frequent  in  all  ages,  the  defects  of  the  whole  as  a  play  have 
naturally  prevented  any  direct  reproduction  on  the  modern 
stage.  The  famous  lines  upon  the  blessed  comfort  of  sleep 
to  the  anxious  and  the  distressed,  may  be  paralleled  in  many 
conscious  imitations,  yet  in  none  of  them  more  closely  than 
in  two  passages  of  Shakspeare. 

The  ravings  of  Orestes  have  suggested  to  Goethe  his  wild 
wanderings  at  the  moment  when  his  sister  declares  herself; 
but  anyone  who  will  compare  the  elaborate  and  far-fetched 
images  of  Goethe's,  with  the  infinite  verity  and  nature  of  Euri- 
pides' scene,  will  see  how  far  the  great  imitator  here  falls  be- 
hind his  model.  Above  all,  Goethe  misses  the  truth  of  mak- 
ing the  moment  of  waking  a  moment  of  calm  and  sanity,  and 
cures  Orestes  suddenly  upon  the  prayer  of  his  sister,  and  a 
manly  personal  appeal  from  Pylades.  So  much  nearer  were 
the  Greeks  to  nature  ! 

The  actors  have  tampered  a  good  deal  with  the  text,  as  may 
be  seen  from  the  many  lines  rejected  by  later  critics,  but  our 
text  is  exceptionally  noted  in  the  MSS.  as  corrected  by  a  col- 
lation of  divers  copies.  The  second  argument,  which  discusses 
why  Electra  should  sit  at  Orestes'  feet,  and  not  his  head,  is  a 
curious  specimen  of  Alexandrian  or  rather  Byzantine  pedantry. 
There  are  special  recensions  by  Hermann  and  Porson. 

§  216.  The  Phozniss(z  seem  to  have  appeared,  according  to  a 

1  w.  866-959.  2  w.  982,  sq. 
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very  corrupt  and  doubtfully  emended  prefatory  note  in  a  Vene- 
tian MS.,  along  with  the  Qinomaus  and  Chrysippus,1  of  which 
a  few  fragments  remain.  It  gained  the  second  prize  in  the 
archonship  of  an  unknown  Nausicrates,2  probably  during  01 
93.  It  is  really  a  tragedy  on  the  woes  of  the  house  of  Labdacus, 
but  is  called  after  its  chorus,  which  is  composed  of  Phoenician 
maidens  on  their  way  to  Delphi,  and  stopped  on  their  passage 
through  Thebes  by  the  invasion  of  the  Seven  Chiefs  under 
Adrastus.  There  would  indeed  be  some  difficulty  in  naming 
the  play  otherwise,  for  it  is  an  episodic  one,  consisting  of  a  series 
of  pictures,  all  connected  with  CEdipus'  family,  but  without  one 
central  figure  among  the  nine  characters — an  unusual  number 
— who  successively  appear.  The  name  Thebais,  given  to  it  by 
modern  imitators,  suggests  an  epos  and  not  a  drama.  Perhaps 
Iocasta  is  the  most  prominent  figure,  but  yet  her  death  is,  so 
to  speak,  only  subsidiary  to  the  sacrifice  of  Mencekeus,  and 
the  mutual  slaughter  of  the  brothers.  All  the  scenes  ot 
the  play,  though  loosely  connected,  are  full  of  pathos  and 
beauty,  and  hence  no  piece  of  Euripides  has  been  more  fre- 
quently copied  and  quoted.  The  conception  of  the  two 
brothers  is  very  interesting.  Polynices,  the  exile  and  assail- 
ant, is  the  softer  character,  and  relents  in  his  hate  at  the 
moment  of  his  death.  Eteocles,  on  the  contrary,  is  made,  with 
real  art,  to  die  in  silence  ;  for  he  is  a  hard  and  cruel  tyrant, 
and  defends  his  case  by  a  mere  appeal  to  possession  of  the 
throne,  and  the  determination  to  hold  by  force  so  great  a 
prize.  Antigone  is  introduced  near  the  opening  only  for  the 
sake  of  the  celebrated  scene  on  the  wall,  when  her  old  nur- 
sery  slave3   tells   her    the    various    chiefs,   as   in   the   scene 

1  According  to  Meineke  (Com.  Frag.  ii.  904,  note)  the  schol.  on 
Ran.  44  would  imply  that  it  came  out  as  the  middle  play  with  the  Hyp- 
sipyle  and  Antiope,  and  won  the  first  prize.  But  the  scholiast  may  be  re- 
ferring to  these  plays  as  separate  specimens  of  Euripides'  excellence,  and  he 
only  calls  them  KaXa,  which  implies  general  approbation,  but  not  neces- 
sarily the  first  place. 

2  Dindorf  suggests  that  he  was  a  suffectus,  or  locttm  tenens,  the  proper 
archon  having  died  or  resigned. 

3  7rai5a7a>7<$j.  Schiller,  in  his  version  of  the  passage,  is  seduced  by 
French  influences,  I  suppose,  into  calling  him  the  Hofmeister. 
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between  Helen  and  Priam  in  the  Iliad.1  She  again  ap- 
pears at  the  close,  with  the  features  given  her  by  Sophocles 
in  his  Antigone  and  CEdipus  Coloneus  combined.  Perhaps 
the  most  brilliant  part  of  the  play  is  the  dialogue  between 
the  brothers,  and  Iocasta's  efforts  to  reconcile  them,  fol- 
lowed by  the  narrative  of  their  death-struggle.  The  speech 
of  Eteocles,2  asserting  that  as  he  holds  the  tyranny  he  will  keep 
it  by  force  in  spite  of  all  opposition,  is  a  peculiarly  character- 
istic passage,  and  may  be  compared  with  the  advice  given  to 
Solon  by  his  friends  (above,  p.  177).  If  the  choruses,  which  are 
very  elegant,  do  not  help  the  action  of  the  play,  and  are  rather 
calm  contemplations  of  the  mythical  history  of  Thebes,  Euri- 
pides might  defend  himself  by  pleading  that  he  had  accordingly 
assigned  them  to  a  body  of  foreign  maidens,  who  could  feel  but 
a  general  interest  in  the  action.  It  is  not  unlikely  that  the 
crowding  of  incident  was  intended  as  a  direct  contrast  to 
^Eschylus'  Seven  against  Thebes,  which,  with  all  its  unity  of  pur- 
pose and  martial  fire,  is  very  barren  in  action.  The  long  de- 
scription of  the  Seven  Chiefs  in  that  play  is  distinctly  criticised 
as  undramatic  by  Euripides.3  There  are,  indeed,  all  through 
the  play,  reminiscences  of  both  yEschylus  and  Sophocles. 

There  were  parodies  of  the  play,  called  Phoenissce,  by  Aristo- 
phanes and  Strattis.  There  was  also  a  tragedy  of  Attius,  and 
an  Atellan  farce  of  Novius,  known  under  the  same  title,  the 
former  a  free  translation  of  Euripides.  Apart  from  Statius' 
Thcbais,  there  is  a  Thebcid  by  Seneca,  and  then  all  man- 
ner of  old  French  versions,  uniting  the  supposed  perfec- 
tions of  both  these,  which  they  could  read,  with  those  of 
Euripides,  whom  they  only  knew  and  appreciated  imperfectly. 
Exceptionally  enough,  there  is  an  English  version  almost 
as  old  as  any  of  them,  the  Ioeasta  of  George  Gascoigne  and 
Francis  Kinwelmersh  (1566),  a  motley  and  incongruous  piece, 
built  on  the  basis  of  the  Phoinissce.  It  professes  to  be  an 
independent  translation  of  Euripides,  but  I  was  surprised  to 

1  This  idea  has  been  borrowed  from  Homer  very  frequently  indeed. 
M.  Patin  cites  parallel  passages  from  Statius,  from  Tasso,  from  Walter 
Scott  (in  Ivanhoe),  and  from  Firdusi. 

2  vv.  500,  sq.  3  vv.  751-2. 
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find  it  really  to  be  a  literal  translation  of  Dolce's  Italian  version, 
without  any  trace  of  an  appeal  to  the  original.  Thus  the 
TtaicaywyuQ  is  called  the  Bailo,  a  regular  Venetian  title.  Its 
chief  literary  interest  lies  in  the  loose  paraphrase  of  Eteocles' 
speech,  above  noticed,  which  appears  to  have  suggested  directly 
to  Shakspeare  the  speech  of  Hotspur  in  the  first  part  of 
Henry  IV.  (i.  3)  : 

By  heaven,  methinks  it  were  an  easy  leap 

To  pluck  bright  Honour  from  the  pale-faced  moon, 

Or  dive  into  the  bottom  of  the  deep 

Where  fathom-line  could  never  touch  the  ground, 

And  pluck  up  drowned  Honour  by  the  locks  ; 

So  he,  that  doth  redeem  her  hence,  might  wear 

Without  corival  all  her  dignities.1 

There  is  the  translation  of  Dolce  (Italian)  called  locasta, 
and  Antigones  of  Gamier  (1580)  and  Rotrou  (-1638).  Then 
comes  the  early  play  of  Racine,  for  which  he  apologises,  the 
Thcbaide,  ou  les  Freres  ennemis.  He  rather  adds  to  than  alters 
incidents  in  Euripides.  But  as  to  characters,  he  makss 
Eteocles  the  favourite  with  the  people,  he  misses  the  finer 
points  of  Polynices,  and  makes  Creon  a  wily  villain  pro- 
moting the  strife  for  his  own  ends.  The  love  of  Haemon  and 
Antigone  is  of  course  brought  in  ;  but  at  the  end,  upon  the 
death  of  Haemon,  old  Creon  suddenly  comes  out  with  a  pas- 
sionate proposal  to  Antigone,  and  on  her  suicide  slays  himself. 
He  is  in  fact  the  successful  villain  of  the  piece,  whose  golden 
fruit  turns  to  ashes  at  the  moment  of  victory.  Alfieri  in  1783 
rehandled  the  well-worn  subject  in  his  Polinice,  to  whom  he 
restored  the  interest  lent  him  by  Euripides,  but  made  Eteocles 
the  horrible  and  hypocritical  villain  of  the  piece.  The  almost 
successful  reconciliation  is  broken  off  by  Eteocles'  attempt  (at 

1  So  far  as  I  know,  this  is  the  only  direct  contact  with,  or  rather  direct 
obligation  to,  the  Greek  tragedy  in  Shakespeare.  Here  are  the  lines  which 
correspond  in  Euripides— the  likeness  is  but  slight,  yet  it  is  real  : 

&(TTpwv  &v  e\9oi/JL  cdOipos  irpbs  avroAas 
Ka\  yr\s  evepde,  Swarbs  div  Spcicrai  raSe, 
rty  Be&v  fj.iyi<n7}v  war   ex6'*'  TvpavviSa  k.t.K. 
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the  instigation  of  Creon)  to  poison  Polynices,  whom  he  after- 
wards treacherously  stabs,  when  coming  to  seek  pardon  foi 
having  defeated  and  mortally  wounded  him.  This  version  was 
done  into  French  by  Ernest  Legouve  in  1799.  Schiller  has  not 
only  given  an  excellent  and  literal  version  of  part  of  the  play, 
but  has  taken  a  great  deal  from  its  incidents  in  his  Brant  von 
Messina;  there  is  a  translation  in  Halevy's  Grcce  tragique. 
Its  popularity  gave  rise  to  many  interpolations  by  actors,  and 
the  general  reputation  of  the  play  has  produced  a  large  body 
of  scholia.  The  best  special  editions  are  by  Valckenaer,  Por- 
son,  Hermann,  and  Geel  (Leiden,  1S46),  with  a  critical  ap- 
pendix by  Cobet. 

§  217.  After  Euripides'  death,  the  younger  Euripides  brought 
out  at  Athens  from  his  father's  literary  remains  a  tetralogy  con- 
taining the  Iphigenia  in  Aulis,  Alcmceon  (6  cut  Kopivdov),  Bac- 
chce,x  and  a  forgotten  satirical  play.  With  this  tetralogy  he  gained 
the  first  prize — a  clear  proof  how  little  effect  upon  the  Athenian 
audience  had  been  produced  by  Aristophanes' Tw^,  which  chose 
the  moment  of  the  great  master's  death  to  insult  and  ridicule 
him.  It  is  not  impossible  that  a  recoil  in  the  public  from  such  un- 
generous enmity  may  have  contributed  to  the  success  of  the  pos- 
thumous dramas.  But  we  might  well  indeed  wonder  if  the  two 
plays  which  are  extant  had  failed  to  obtain  the  highest  honours. 
Unfortunately,  the  Iphigenia  was  left  incomplete  by  the  master, 
and  required  a  good  deal  of  vamping  and  arranging  for  stage 
purposes.  Hence  critics  have  in  the  first  instance  attri- 
buted some  of  its  unevennesses  to  the  subsequent  hand.  But 
other  larger  interpolations  followed,  some  by  old  and  well- 
practised  poets,  who  understood  Attic  diction,  others  by  mere 
poetasters,  who  have  defaced  this  great  monument  of  the 
poet's  genius  with  otiose  choral  odes  and  trivial  dialogue.  Such 
seems  to  be  the  history  of  the  text,  which  has  afforded  insol- 
uble problems  to  higher  criticism.  I  suspect  that,  as  usual, 
the  German  critics  have  been  too  trenchant,  and  that  on  the 
evidence  of  their  subjective  taste  they  have  rejected,  as  early 
interpolation,  a  good  deal  that  comes,  perhaps  unrevised,  from 
the  real   Euripides.     But   allowing  all   their   objections,  and 

1  We  learn  this  from  the  schol.  on  Aristophanes'  Ran.  v.  6". 


363  HISTORY  OF  GREEK  LITERATURE.  CH.  XVII. 

even  discounting  all  that  W.  Dindorf,  for  example,  has  enclosed 
in  brackets,  there  remains  a  complete  series  of  scenes,  fin- 
ished in  composition,  exquisite  in  pathos,  sustained  in  power, 
which  not  only  show  us  clearly  the  conception  of  the  master, 
but  his  execution,  and  compel  us  to  place  this  tragedy  among 
the  greatest  of  all  his  plays.  It  is  evident  that,  like  Sophocles, 
whose  Philoctctes  was  produced  in  advanced  age,  Euripides 
preserved  his  powers  to  the  last,  and  was  even  then  perfecting 
his  art,  so  that  his  violent  death,  at  the  age  of  seventy-four,  may 
literally  be  deplored  as  an  untimely  end. 

The  prologue,  at  least  in  substance,  of  the  play,  comes 
in,  not  at  the  opening,  but  after  a  very  beautiful  and  dra- 
matic scene  between  the  agitated  Agamemnon  and  an  old 
'  retainer,  who  through  the  night  has  watched  the  king  writing 
missives,  destroying  them  again,  and  evidently  racked  by 
perplexity  or  despair.  With  a  passing  touch  the  poet  describes 
the  stillness  of  the  calm  night  and  the  starlit  sky ;  and  though 
his  approximation  of  Sirius  to  the  Pleiades  may  be  astronomi- 
cally untenable,  he  seems  to  have  caught  with  great  truth  the 
character  of  a  long  spell  of  east  wind,  which  is  wont  to  blow 
in  southern  Europe,  as  with  us,  at  the  opening  of  the  ship- 
ping season,  and,  having  lasted  all  day,  to  lull  into  a  calm. 
Hence  the  objection  brought  against  this  scene,  that  the  fleet 
at  Aulis  was  detained  by  contrary  winds,  loses  its  point.  For 
calm  nights  were  of  no  service  to  early  Greek  mariners,  who 
always  landed  in  the  evening,  and  might  thus  be  wind-bound  in 
a  spell  of  east  wind  with  the  stillest  night. 

This  dialogue  in  anapaests  is  to  us  a  far  more  dramatic  open- 
ing than  the  prologue,  and  even  when  it  comes,  as  an  ex- 
planation from  Agamemnon,  it  interrupts  the  action  tamely 
enough.  But  here  already  there  are  marks  of  interpolation, 
and  it  seems  as  if  a  prologue,  which  Euripides  had  perhaps 
exceptionally  abandoned  for  dramatic  effect,  but  had  left  in 
outline,  was  clumsily  adapted  to  fill  up  a  gap  in  the  dialogue.1 

1  This  plan  of  blending  the  prologue  with  the  opening  dialogue  appears 
in  the  /{frights  and  Wasps  of  Aristophanes,  but  not  elsewhere  in  tragedy. 
But  in  the  frags,  of  the  Andromeda,  preserved  in  the  scholia  on  Aristo- 
phanes'   Thesmophoriazusa  (v.  103S),  we  have  the  opening  lines— a  lyric 
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With  anxious  detail  the  old  man  is  at  last  despatched  by  Aga- 
memnon to  countermand  the  arrival  of  Clytemnestra,  and 
of  Iphigenia,  who  had  been  sent  for  under  the  pretence  of  a 
proposed  marriage  of  the  princess  with  Achilles,  but  really  to 
be  sacrificed  to  Artemis,  and  obtain  favourable  weather  for  the 
fleet.  This  deceit  is  discovered  by  the  old  man,  when  he  asks 
in  wonder  how  Achilles  will  tolerate  the  postponement  of  his 
marriage,  which  had  been  announced  in  the  camp.  On  his  de- 
parture, the  chorus  of  maidens  from  Aulis  begin  an  ode  descrip- 
tive of  the  splendours  of  the  Greek  fleet  and  army,  which  seems 
considerably  interpolated,  though  the  main  idea  is  doubtless 
that  intended  by  Euripides.  The  next  scene  opens  with  an 
angry  altercation  between  Menelaus  and  the  old  man,  who 
has  been  intercepted  by  the  former,  and  his  missive  opened 
and  "read.  The  old  man  protests  against  such  dishonourable 
conduct,  and  upon  Agamemnon  coming  out,  the  dispute  passes 
into  the  hands  of  the  two  brothers.  Menelaus  upbraids  Aga- 
memnon's weakness,  and  his  breaking  of  his  word ;  Agamem- 
non retorts  with  pressing  his  claims  as  a  father  and  a  king.  The 
dispute  descends,  as  always  with  Euripides,  into  wrangling,  and 
the  imputing  of  low  motives  ;  in  the  midst  of  it  Agamemnon  is 
terror-stricken  by  the  news  that  his  wife  and  daughter  with  the 
little  Orestes  have  reached  the  camp,  and  have  been  received 
with  acclamation  by  the  army.  His  despair  melts  the  ambitious 
heart  of  Menelaus,  who  gives  way,  and  beseeches  his  brother 
not  to  sacrifice  Iphigenia.  But  now  Agamemnon  in  his  turn 
remains  firm,  chiefly,  however,  from  cowardice,  and  a  feeling 
that  as  his  daughter  has  really  arrived,  her  fate  is  now  beyond 
his  control.1 

The  chorus,  in  an  ode  of  which  the  genuine  part  is  very 
beautiful,  deprecate  violent  and  unlawful  love,  with  its  dread 
consequences.     Then  follows  the  greeting  of  Agamemnon  by 

monody  of  the  heroine,  and  a  night  scene.  This  proves  those  critics  to  be 
wrong  who  insist  upon  Euripides  having  always  opened  his  plays  with  a 
prologue.  I  believe  the  I071  to  be  another  example,  where  the  dialogue  of 
Ion  and  Creusa  replaced  the  prologue— the  existing  one  being  wholly 
spurious. 

1  Cf.  the  parallel  of  Polynices  in  Sophocles,  above,  p.  304. 
16* 
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his  innocent  daughter,  and  his  ill-concealed  despair — a  scene 
which  none  of  the  imitators  has  dared  to  modify  ;  and  Cly- 
temnestra  begins  asking  motherly  practical  questions  about 
her  future  son-in-law.  But  when  Agamemnon  proposes  that 
she  shall  return  home,  and  leave  him  to  arrange  the  wedding, 
she  stoutly  refuses,  and  asserts  her  right  to  the  control  of  do- 
mestic affairs.  This  adds  to  the  perplexity  of  the  wretched 
king,  who  leaves  the  stage  defeated  in  his  schemes  of  petty 
deceit.  Presently  Achilles  enters,  and  is  hailed  by  Clytem- 
nestra,  to  his  great  surprise,  as  her  future  son-in-law.  This 
somewhat  comic  situation  is  redeemed  by  the  perfect  man- 
ners, and  the  graceful  courtesy  of  Achilles,  whose  character  in 
this  play  approaches  nearest  of  all  the  Greek  tragic  charac- 
ters to  that  of  a  modern  gentleman.  But  the  scene  be- 
comes tragic  enough  when  the  old  retainer  stops  Achilles, 
who  is  leaving  to  seek  Agamemnon,  and  discloses  to  him 
and  to  Clytemnestra  the  horrible  design.  Achilles  responds 
calmly  and  nobly  to  Clytemnestra's  appeal  for  help,  and  pro- 
mises to  protect  her  daughter  with  the  sword,  should  she  be 
unable  to  persuade  her  husband  to  relent.  He  deprecrates 
with  great  courtesy  Clytenmestra's  proposal  to  bring  Iphi- 
genia  in  person  from  the  tents  to  join  her  in  personal  sup- 
plications. After  a  choral  ode  on  the  marriage  of  Peleus  and 
Thetis,  Agamemnon  returns,  and  is  met  by  Clytemnestra,  who 
has  left  her  daughter  in  wild  tears  and  lamentation '  on  hear- 
ing of  her  proposed  fate,  and  compels  him  to  confess  his  whole 
policy.  She  then  attacks  him  in  a  bitter  and  powerful  speech, 
which  is  meant  to  contrast  strongly  with  that  of  Iphigenia. 
This  innocent  and  simple  pleading  of  an  affectionate  child 
for  life  at  the  hands  of  her  father,  with  her  despair  at  the 
approach  of  death,  and  her  appeal  to  her  infant  brother  to  join 
in  her  tears,  is  the  finest  passage  in  Euripides,  and  of  its 
kind  perhaps  the  finest  passage  in  all  Greek  tragedy.  Upon 
Agamemnon's  craven  flight,  she  bursts  out  into  a  lyrical 
monody,  which  is  interrupted  by  an  approaching  crowd  and 
tumult,  and  the  actual  entrance  of  Achilles  in  arms,  who  tells 

1  v.  HOI  :  TroAAas  ie?(ro  ueTajSoAas  oSu^iotojv. 
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Clytemnestra  that  the  whole  camp  are  in  arms  against  him,  that 
his  own  soldiers  have  deserted  him  and  are  led  on  by  Odysseus, 
but  that  he  will  do  battle  for  her  to  the  death.  This  rapid 
dialogue  in  trochaic  metre  is  followed  by  the  second  great 
speech  of  Iphigenia  (in  the  same  metre)  in  which,  with  sudden 
resolve,  she  declares  that  her  death  is  for  the  public  good,  and 
that  her  clinging  to  life  will  but  entail  misery  upon  her  friends  ; 
she  therefore  devotes  herself  to  the  deity,  and  resignedly  braves 
the  fate  from  which  she  had  but  lately  shrunk  in  terror.  Achilles 
is  struck  with  admiration,  and  speaks  out  his  regrets  that  the 
pretended  marriage  was  no  reality,  but  he  bows  to  her  decision, 
perhaps  because  it  would  have  been  impious  to  defraud  the 
gods  of  a  voluntary  victim  ;  yet  he  proposes  to  bring  his  arms 
to  the  altar,  in  case  she  should  change  her  mind  at  the  last. 
The  affecting  adieus  of  the  princess  to  her  mother  and  her 
little  brother,  and  her  enthusiastic  hymn  as  she  leaves  them  for 
her  sacrifice,  conclude  the  genuine  part  of  the  play.  A  messen- 
ger's narrative  of  her  death  was  doubtless  intended  by  the  poet, 
but  he  did  not  live  to  complete  the  work.  It  appears  from  two 
verses  cited  by  ./Flian,  in  which  Artemis  announces  that  she 
will  substitute  a  horned  hind  for  Iphigenia,  that  the  piece  really 
ended  with  this  consolation,  from  the  goddess  ex  mac/iina.  But 
to  modern  readers  the  epilogue  is  no  greater  loss  than  the  pro- 
logue, if  such  there  was.  The  real  drama  is  complete,  and 
requires  not  the  dull  interpolations  with  which  our  MSS. 
conclude. 

There  were  Iphigenias  by  both  ^Eschylus  and  Sophocles, 
which  were  soon  obscured  by  the  present  play.  Both  Noevius 
and  Ennius  composed  well-known  tragedies  upon  its  model. 
Erasmus  translated  it  into  Latin  in  1524  ;  T.  Sibillet  into 
French  in  1549.  Dolce  gave  an  Italian  version  in  1560.  There 
are  obscure  French  versions  by  Rotrou  (1640),  and  by  Leclerc 
and  Coras  (1675),  the  latter  in  opposition  to  the  great  imitation 
of  Racine  in  1674.  Racine's  remarkable  play,  written  by  a  man 
who  combined  a  real  knowledge  of  Euripides  with  poetic  talent 
of  his  own,  is  a  curious  specimen  of  the  effects  of  French  court 
manners  in  spoiling  the  simplicity  of  a  great  masterpiece.  In 
order  to  prevent  the  sacrifice  of  so  virtuous  a  person  as  Iphi- 
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genia,  Racine  takes  from  an  obscure  tradition  an  illegitimate 
daughter  of  Helen  (by  Theseus),  whom  he  makes  the  rival  of 
Iphigenia  in  the  love  of  Achilles,  and  a  main  actor  in  the  play. 
He  substitutes  Ulysses  for  Menelaus,  and  inserts  many  features 
from  the  first  book  of  the  Iliad  into  the  disputes  between  Aga- 
memnon and  the  angry  lover.  As  Racine  himself  honestly 
confesses,  the  passages  directly  borrowed  from  Homer  and 
Euripides  were  those  which  struck  even  his  Paris  audience.  The 
character  of  Agamemnon  is,  however,  spoilt  by  giving  him  that 
absolute  control  over  his  family  and  subjects,  which  only 
priestcraft  could  endanger,  and  the  French  Iphigenia,  with  her 
court  manners,  and  her  studied  politeness,  is  a  sorry  copy  of 
the  equally  pure  and  noble,  but  infinitely  more  natural  Greek 
maiden.  A  comparison  of  her  speech  to  her  father,  when 
pleading  for  her  life,  in  both  plays,  will  be  a  perfect  index  to  the 
contrast. ' 

An  English  version  of  Racine's  play,  called  '  Achilles,  or  Iph. 
in  Aulis,'  was  brought  out  at  Drury  Lane  in  1700,  and  the  author 
in  his  preface  to  the  print  boasts  that  it  was  well  received, 
though  another  Iphigenia  failed  at  Lincoln's  Inn  Fields  about 
the  same  time.  This  rare  play  is  bound  up  with  West's  Hecuba 
in  the  Bodleian.  The  famous  opera  of  Gluck  (1774)  is  based 
on  Racine,  and  there  was  another  operatic  revival  of  the  play  in 
Dublin  in  the  year  1846,  when  Miss  Helen  Faucit  appeared  as 
the  heroine.  The  version  (by  J.  W.  Calcraft)  was  based  on 
Potter's  translation,  and  the  choruses  were  set  to  music,  after 
the  model  of  Mendelssohn,  by  R.  M.  Levey.  I  fancy  this 
revival  was  limited  to  Dublin.     Schiller  translated  Euripides'  m 

1  Qui  ne  sent  la  difference  des  deux  morceaux?  C'est,  chez  Racine, 
une  princesse  qui  detourne  d'elle-meine  sa  douleur,  et  la  reporte  sur  les 
objets  de  son  affection  [sc.  sa  mere  et  son  amant] ;  qui,  soigneuse  de  sa 
dignite,  demande  la  vie  sans  paraitre  craindre  la  mort.  C'est,  chez 
Euripide,  une  jeune  fille,  surprise  tout  a  coup,  au  milieu  de  l'heureuse 
securite  de  son  age,  par  un  terrible  arret,  qui  repousse  avec  desespoir  le 
glaive  leve  sur  sa  tete,  qui  caresse,  qui  supplie,  qui  cherche  et  poursuit  la 
nature  jusqu'au  fond  des  entrailles  d'un  pere,  &c.  (Patin,  Etudes,  iii.  p. 
35.)  But  I  quite  differ  with  him  when  he  thinks  that  the  elegant  verses  of 
Racine  are  in  any  degree  approaching  in  excellence  to  the  passionate 
prayer  in  Euripides. 
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play  (1790),  and  there  is  an  English  poetical  version  by  Cart- 
wright,  about  1867  (with  the  Medea  and  Iph.  Tain:). 

The  translation  of  Schiller,  which  ends  with  the  depar- 
ture of  Iphigenia,  is  very  good  indeed.  It  is  divided  into 
acts  and  scenes,  and  might  be  played  with  the  omission  of 
the  choruses.  He  has  appended  not  only  notes,  comparing 
his  own  version  of  certain  passages  with  that  of  Brumoy, 
but  a  general  estimate  of  the  play,  in  which  he  has  been  too 
severe  in  discovering  defects,  though  he  highly  appreciates 
the  salient  beauties  of  the  piece.  Thus  he  thinks  the  weak 
and  vacillating  Agamemnon  a  failure,  whereas  this  seems  to 
me  one  of  the  most  striking  and  natural,  as  well  as  Homeric, 
of  personages.  He  also  protests  against  the  dark  threat  of 
Clytemnestra,  which  may  not  be  very  noble  or  appropriate  to 
the  fond  mother  of  the  stage,  but  is  certainly  very  Greek  and 
very  human. 

The  special  editions  of  note  are  Monk's,  Markland's  (with 
additions  of  Elmsley's,  Leipzig,  1822),  then  G.  Hermann's,  and 
Vater's  (1845).  A  great  number  of  critical  monographs  are 
cited  by  Bernhardy,  of  which  those  of  Vitz  (Torgau,  1862-3)  an<3 
H.  Hennig  (Berlin,  1870)  are  the  latest,  and  discuss  fully  the 
many  difficulties  of  the  play. 

§  218.  The  Bacc/ice,  which  was  composed  for  the  court  of 
Archelaus,  is  a  brilliant  piece  of  a  totally  different  character,  and 
shows  that  the  old  connection  of  plays  in  trilogies  had  been 
completely  abandoned.  Instead  of  dealing  with  the  deeper 
phases  of  ordinary  human  nature,  the  poet  passes  into  the 
field  of  the  marvellous  and  the  supernatural,  and  builds  his 
drama  on  the  introduction  of  a  new  faith,  and  the  awful  punish- 
ment of  the  sceptical  Pentheus,  who,  with  his  family,  jeers  at 
the  worship  of  Dionysus,  and  endeavours  to  put  it  down  by 
force.  His  mother  Agave,  and  her  sisters,  are  driven  mad 
into  the  mountains,  where  they  celebrate  the  wild  orgies  of 
Bacchus  with  many  attendant  miracles.  Pentheus,  who  at  first 
attempts  to  imprison  the  god,  and  then  to  put  down  the  Bac- 
chanals by  force  of  arms,  is  deprived  of  his  senses,  is  made 
ridiculous  by  being  dressed  in  female  costume,  and  led  out  by 
the  god  to  the  wilds  of  Cithseroi',  where  he  is  torn  in  pieces  by 
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Agave  and  the  other  princesses.  The  lament  of  Agave,  when 
she  comes  in  with  the  bleeding  head,  and  is  taught  by  old 
Cadmus  of  her  fearful  delusion,  has  been  lost ;  but  we  know  its 
general  tenor  from  the  rhetor  Apsines  and  from  an  imitation  in 
the  religious  drama  called  Christus  Patiens  (ascribed  to  Gregory 
Nazianzen).  While  the  wild  acts  of  the  new  Maenads,  whom 
the  god  has  compelled  to  rush  from  Thebes  into  the  moun- 
tains, are  told  in  two  splendid  narratives  of  messengers,  the 
chorus,  consisting  of  Asiatic  attendants  on  the  god,  show 
by  contrast  in  their  splendid  hymns  what  joys  and  hopes  a 
faithful  submission  will  ensure.  These  lyric  pieces  are  very 
prominent  in  the  play,  which,  though  sometimes  called Pent/icus, 
is  more  rightly  called  after  its  most  important  chorus,  and 
is  among  the  best  left  us  by  Euripides.  It  is  of  course  un- 
dramatic  that  Pentheus,  who  proceeds  so  violently  against  all 
the  other  Maenads,  should  leave  this  chorus  to  sing  its  dithy- 
rambs in  peace,  but  ordinary  probabilities  must  often  be  vio- 
lated for  such  a  personage  as  the  chorus  of  a  Greek  tragedy. 

The  general  tenor  of  the  play,  which  may  contain  the 
maturest  reflections  of  the  poet  on  human  life,  is  that  of  acqui- 
escence in  the  received  faith,  and  of  warning  against  sceptical 
doubts  and  questionings.  And  yet  it  is  remarkable  that  the 
struggle  is  about  a  new  and  strange  faith,  and  that  the  old  men  in 
the  play,  Cadmus  and  Teiresias,  are  the  only  Thebans  ready  to 
embrace  the  novel  and  violent  worship,  which  ill  suits  their  de- 
crepitude. We  may  imagine  that  among  the  half-educated  Mace- 
donian youth,  with  whom  literature  was  coming  into  fashion,  the 
poet  met  a  good  deal  of  that  insolent  secondhand  scepticism, 
which  is  so  offensive  to  a  deep  and  serious  thinker,  and  he  may 
have  desired  to  show  that  he  was  not,  as  they  doubtless  hailed 
him,  an  apostle  of  this  random  arrogance.  It  is  also  remark- 
able how  nearly  this  play,  at  the  very  end  of  the  development 
of  Greek  tragedy,  approaches  those  lyrical  cantatas  with  which 
yEschylus  began.  The  chorus  is  here  reinstated  in  its  full 
dignity.  The  subject  of  Bacchic  worship  naturally  occupied  a 
prominent  place  in  the  theatre  consecrated  to  that  very  worship, 
and  it  seems  that  every  Greek  dramatist,  from  Thespis  and 
Phrynichus  down  to  the  ignoble  herd  of  later  tragedians  known 
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to  us  through  Suidas,  wrote  plays  upon  the  subject.  Sophocles 
alone  may  be  an  exception. 

But  the  play  of  Euripides  always  stood  prominent  among  all 
its  rivals.  It  was  being  recited  at  the  Parthian  court  when  the 
head  of  Crassus  was  brought  in,  and  carried  by  the  Agave  on 
the  stage.  It  was  imitated  by  Theocritus  in  Doric  hexameters,1 
apparently  as  part  of  a  hymn  to  Dionysus.  It  was  produced 
upon  the  Roman  stage  by  Attius.  It  is  quoted  by  every  rheto- 
rician, by  every  Latin  poet  of  note.2  It  has  even  suggested, 
with  its  incarnate  god,  his  persecution,  and  his  vengeance,  a 
Christian  imitation.  But  in  modern  days,  its  fate  was  different. 
The  marvels  and  miracles  with  which  it  abounds,  and  the  promi- 
nent vindictiveness  of  its  deity,  made  it  unfit  for  the  modern  stage. 
In  the  last  century  A.  W.  Schlegel  and  Goethe  alone,  so  far  as 
I  know,  appreciated  it.  In  our  own  time,  the  play  has  again 
taken  the  high  place  it  held  in  classical  days,  and  is  reckoned 
one  of  the  best  of  its  author.  There  are  special  recensions  by 
Elmsley  and  G.  Hermann,  and  commentaries  by  Schdne  and 
Mr.  R.  Y.  Tyrrell  (1872),  besides  several  school  editions,  and 
special  tracts  in  Germany.  The  text  of  one  of  the  two  remain- 
ing MSS.,  the  Florentine  C,  breaks  off  at  v.  752,  so  that  for  the 
rest  we  depend  altogether  on  the  Palatine  (287)  in  the  Vatican. 
There  are  blank  pages  left  in  the  codex  C  by  the  scribe,  who 
went  on  to  other  plays  and  never  finished  the  transcription. 

§  219.  I  have  kept  for  the  last  of  the  tragedies  the  Rhesus, 
which,  were  it  accepted  as  Euripides',  should  have  come  first, 
as  all  those,  since  Crates,  who  defend  it  as  genuine  make  it  an 
early  work  of  the  youthful  poet,  and  place  its  date  about  the 
time  when  the  ambitious  designs  of  Athens  were  directed  to- 
wards Thrace,  and  resulted  in  the  founding  of  Amphipolis.  This 
'  would  place  the  drama  about  440  b.c.  But  though  so  great  a 
critic  as  Lachmann  thought  it  even  the  work  of  an  earlier  con- 
temporary of  yEschylus,  and  though  some  of  the  Alexandrian 
critics  recognised  in  it  the  traces  of  Sophocles'  hand,  the 
weight  of  modern  opinion,  since  Valckenaer's  discussion,  leans 
to  its  being  a  later  production,  written  at  the  close  of  the 
Attic  period,  and  about  the  time  of  Menander.     For  there  is 

1  Idyll  xxvi.  2  Cf.  for  a  list,  Patin,  iv.  239. 
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undoubtedly  a  waste  and  ineptness  of  economy — the  intro- 
duction of  two  almost  idle  characters,  ^Eneas  and  Paris,  the 
appearance  of  Athena  ex  machina  in  the  middle  of  the  play, 
and  the  still  stranger  throws  of  the  mother  of  Rhesus,  also 
ex  machina — there  are  also  scholasticisms  of  various  kinds, 
both  in  thought  and  diction,  which  seem  to  indicate  the  work 
of  a  weaker  poet  copying  better  models.  On  the  other  hand, 
the  Alexandrian  critics  received  it  as  genuine,  and  have  left  us 
very  full  and  valuable  comments  on  the  earlier  part,  as  well  as 
extracts  (in  one  of  their  prefaces)  of  two  prologues,  one  of 
which  was  ascribed  to  the  actors,  but  neither  of  which  appears 
in  our  text.  It  is  moreover,  certain  that  Euripides  wrote  a 
Rhesus,  but  if,  as  one  of  the  prefaces  tells  us,  it  was  called 
yviiaiog,  this  must  have  been  meant  to  distinguish  it  from 
another  as  rddoc  (as  in  the  case  of  the  Airvaiai  yvfjcriot,  and 
rodat,  in  the  catalogue  of  ^Eschylus'  remains) ;  and  it  is  more 
than  probable  that  the  play  we  possess  is  the  spurious  one,  and 
not  from  the  hand  of  Euripides.  For,  besides  the  faults  above 
mentioned,  and  the  many  peculiarities  of  a  diction  which  seems 
rather  eclectic  than  original,  it  wants  the  two  most  prominent 
features  of  his  extant  plays,  pathos  and  sententious  wisdom. 

Nevertheless,  its  merits  have  been  by  many  unduly  depre- 
ciated. It  is  a  bold  and  striking  picture  of  war  and  camp  life, 
producing  an  impression  not  unlike  Schiller's  Wallenstein's 
Lager.  Choral  odes  are  dispensed  with  as  inappropriate  to 
a  night-watch,  and  there  is  at  least  one  exquisite  epic  passage 
on   the   approach  of  Dawn.1     The  bragging  of  both    Hector 

1  w.  527-36: 

tiVos  a  <pv\a.Ka  ;  ris  a/j.tifiei 

rav  ifidv  ;   irpwra 

Si/erai  ffTifieia  Kal  kiTTairopoi 

TIAetaSes  aiOepiai  •  jxecra.  5'  alerbs  ovpavov  irorarai. 

typeade,  rl  /xeAAeTe  ;   koituv 

sypere  irphs  <pv\a.Kav. 

oi)  \evffcreTe  /j.T]vd$os  cuyAav  ; 

aws  8^7  TreAas  aivs 

yiyverai,  uai  tis  irpotip(>p.<j>i>  o5e  y'  early  acrrrip. 

vv.  546-55  •         K°d  fJ-hv  &f«,  Si/ioe^Tos 
ri/xiva  Koiras 
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and  Rhesus  estranges  the  reader's  sympathy,  so  that  the 
death  of  the  latter  excites  but  little  pity  ;  the  whole  interest 
lies  in  the  changing  scenes  and  fortunes  of  an  anxious  night 
amid  '  excursions  and  alarums.'  The  scholia  to  this  play  were 
first  fully  published  in  the  Glasgow  edition  of  182 1  (with  the 
Troades),  and  then  with  critical  and  explanatory  notes  in  the 
edition  of  Vater  (1837).  There  are  numerous  monographs 
upon  its  age,  style,  and  authorship,  in  which  the  large  diver- 
gence of  opinion  on  the  same  facts  affords  an  admirable 
specimen  of  the  complete  subjectivity  of  most  of  the  so-called 
higher  criticism. 

§  220.  There  remains,  however,  another  genuine  play  of 
Euripides — the  Cyclops — which  must  be  separated  from  the 
tragedies,  as  being  the  only  extant  specimen  of  a  satyric  drama, 
I  have  above  (p.  233)  discussed  the  general  features  of  this  sort 
of  play,  which  is  carefully  distinguished  by  the  critics  from  all 
species  of  comedy,  even  from  parody,  of  which  I  think  there 
are  distinct  traces  in  the  Cyclops.  As  Plato  saw  clearly,1 
the  talents  for  the  pathetic  and  for  the  humorous  are  closely 
allied,  and  we  should  wonder  how  it  was  that  no  tragic  poet 
among  the  Greeks  ever  wrote  comedy,  did  we  not  find  that 
scope  for  comic  powers  was  provided  in  this  'sportive  tragedy.' 
It  is  indeed  strange  how  the  sombre  and  staid  genius  of 
Euripides  condescends  to  gross  license  in  this  field ;  and  no 
doubt  if  we  had  a  specimen  from  ^Eschylus  or  Pratinas — 
the  acknowledged  masters  of  it — we  should  find  that  here, 
as  elsewhere,  the  Greeks  preserved  their  supremacy  in  litera- 
ture. There  is  great  grace  and  even  beauty  in  the  extant  play, 
though  we  can  hardly  imagine  Euripides'  taste  as  lying  in 
that  direction.     Silenus  (who  speaks    the    prologue)  and  his 

(poivlas  vfjLvti  Tro\vxopSord.Ta 
yfipv'i  iraiSoXfTCcp  /xeAoiroibv  a.7)8ov\s  fiipiixvav  ' 
$S?7  5e  v4fx.ovffi  kolt'  'iSav 
iroifivia  •  WKTi/3p6fxov 
avpiyyos  lav  KaTaKovca  ■ 
QtKya  8'  ufXfj.aTos  edpav 

virvos  '  adicrros  yap  e/3a  /3\€(pdpois  irpbs  aovs. 
1  Symposium,  sub  fin. 
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satyrs  are  in  search  for  Dionysus,  who  (according  to  the 
Homeric  hymn)  has  been  carried  into  the  western  seas  by 
pirates.  But  they  are  thrown  on  the  coast  of  Sicily,  and  made 
slaves  by  Polyphemus,  who  for  dramatic  reasons  cannot  devour 
them  as  he  does  other  visitors.  The  opening  chorus  is  very 
graceful  and  pastoral,  reminding  us  strongly  of  scenes  in  Theo- 
critus.     As  it  is  little  read  I  shall  quote  it.1     Odysseus  then 

1   VV.  4.I-S1  :         ira  Si)  fj.01  yevvaictiv  fxev  irareptDV, 
yevvaioiv  5'  (K  TOKaSoiv, 
ira.  Si)  fjioi  vio-ffei  crKoireAovs  ; 
ov  t55'  inri)ve/j.os  avpa 
ko.\  irairipa.  ficndva., 
Swaev  ff  vSuip  Trorafxcov. 
ev  TrlffTpais  /ceiYcu  ireAas  av- 
rpasv,  ov  croi  ^Ka%aX  TeKecov. 
^/utt',  ov  tci5'  ovv  ov  rdSe  ve/xe7, 
obh"  ad  k\itvi>  Spocrepdv; 
wr\,  p"u[ui  irerpov  rdxa.  ffov, 
viray  Si  LVay'  Si  Kepdaro. 
fxriXofloTa.  ffTacrioipov 
KukAuittos  aypo^Sra. 
airapySivrds  /not  robs  ixaarovs  xdAaaov  ■ 
8e'£cu  07)Aa7<n  airopds, 
as  Aei-rreis  apvuiv  daAa/xois. 
ttoQovo-'i.  a'  afiepoKoiroi 

jSAoXal   fffXIKpUV  TiKedlV. 

els  avAau  ttot',  a/A<piaAe7s 
■Koirtpovs  XnTOvaa  yo/xds, 
Alrvaicav  e'icrei  ffKOireAaiv  ; 
ou  rdSe  Bpo/j.ios,  ov  rdSe  x°Pa^ 
BaKXO-i  re  Ovpffotpopoi, 
ov  TVjj.izdv(>iv  dAaAay/xo\ 
Kpi)vaiai  Trap'  vSpox^rois, 
ovk  olvov  xAwpal  aray6ves, 
ov  Nvcra  ixera.  Nv/J.cpav. 
'laicxov  'lanxov  qSav 
fj.e\Troi  irpbs  rdv  'A^poSi'ras 
av  Oripevcov  ireTo/jiay 
BdKxo-ts  guv  XevKonoaiv. 
Si  <pl\os  Si  <pl\e  Ba«xe'5i 

TTOl   oloTTOAels 

^avQav  x°-irav  oeiaiv  ; 
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appears,  and  his  adventure  with  the  Cyclops  occupies  the  rest 
of  the  plot,  in  which  the  Odyssey  is  adhered  to  as  closely  as 
was  possible,  consistent  with  the  addition  of  a  chorus  of 
satyrs,  and  the  necessity  for  Odysseus'  free  egress  from  the 
cave  to  narrate  the  cannibal  feast  of  the  Cyclops.  The  satyrs 
are  represented  as  a  most  sympathetic  but  cowardly  chorus, 
desirous  to  help  Odysseus  and  escape  with  him,  but  far  more 
desirous  to  drink  his  wine  than  to  incur  any  danger  in  aid- 
ing him  to  blind  the  Cyclops.  The  scene  in  which  Silenus 
acts  as  cupbearer  to  Polyphemus,  and  keeps  helping  himself,  is 
really  comic,  and  the  frank  cynicism  of  Polyphemus'  brutal 
philosophy1  is  expressed  in  an  admirable  speech.  Odysseus' 
impassioned  exclamation,  when  he  hears  it,  is  in  the  highest 
tragic  vein,  nor  does  the  hero  anywhere  condescend  to  respond 
to  the  wicked  jokes  of  the  satyrs.  The  whole  work  is  a  light 
and  pleasant  afterpiece,  but  seems  to  me  to  have  required  much 
more  acting  than  the  tragedies  ;  and  I  suppose  the  costume 
worn  by  Odysseus  to  have  been  far  less  pompous,  and  his  figure 
less  stuffed  out  than  in  tragedy ;  so  that  this  would  be  possible. 
With  this  condition,  it  must  have  been  an  effective  piece,  and 
was  possibly  preserved  as  being  better  than  the  seven  others 
known  from  the  same  author.  There  are  few  editions,  and  no 
imitations  of  this  play.  A  recension  by  Hermann,  a  German 
version  by  Scholl,  and  a  few  good  monographs,  such  as  the 
chapter  in  Patin's  Etudes,  are  all  that  can  be  cited  as  of  special 
import.  Shelley  has  fortunately  left  us  a  translation  (with  a 
few  omissions),  which  is  invaluable  for  such  English  readers  as 
cannot  compass  the  somewhat  difficult  original.  The  play  takes 
its  place,  of  course,  in  the  complete  editions  and  translations, 
with  the  tragedies. 

§  221.  A  full  review  of  the  1,100  extant  Fragments  would  be 

iyoi  8'  6  abs  irpoairoXos 
OriTiita  Kv/cXoiTrt 
T(?  fiovoSepKTq, 
SovAos  aXaivuv  crvv  r55e 
Tpdyov  xAaiVa  fj.e\4a. 
eras  X°°P^S  <£'X''<*s. 
1  w.  316,  sq. 
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here  impossible.  Some  of  them  are  sufficient  to  give  us  an  idea 
of  the  plot  of  famous  plays  now  lost,  but  most  of  them  are  only 
selected  for  philosophic  depth  or  beauty  of  expression.  I  have 
referred  above  (p.  312)  to  the  analysis  of  the  Philoctetes  given  by 
Dion  Chrysostom.  There  are  also  a  good  many  titles  cited  by 
the  Aristophanic  scholia  in  explanation  of  the  parodies  of  Euri- 
pides, with  which  the  comedies  abounded.  It  may  safely  be 
asserted,  that  had  we  no  other  evidence  of  the  poet's  work  than 
these  fragments,  we  should  probably  have  reversed  the  judgment 
of  the  old  critics,  and  placed  him  first  among  the  tragedians. 
For  in  grace  of  style  and  justice  of  proverbial  philosophy  he  has 
no  rival  but  Menander,  with  whom  indeed,  as  with  the  new 
comedy  generally,  his  points  of  contact  are  many.  But  in  sim- 
plicity and  purity  of  diction  he  far  exceeds  ^Eschylus  and 
Sophocles.  Thus  there  is  hardly  a  single  curious  or  out-of-the- 
way  word  quoted  by  the  lexicographers  from  his  poetry ;  but 
rather  innumerable  moral  sayings  and  pathetic  reflections  on 
human  life  (in  Stoboeus),  many  deep  physical  speculations  in 
the  Christian  Apologists '  and  their  adversaries  ;  many  striking 
points  by  the  rhetoricians.  Apart  from  the  spurious  Danae,  of 
which  the  opening  is  preserved  in  the  Palatine  MS.,  there  is  a 
large  fragment  of  the  Phaethon,  from  which  one  of  the  choruses 
is  very  beautiful.2  Goethe  attempted  a  restoration  of  the  play 
from  the  fragments.  A  new  fragment  of  forty-four  lines  has 
been  found  in  Egypt,  but  has  not  yet  been  published. 

The  Erechtheus  is  now  remarkable  for  having  given  Mr. 
Swinburne  not  only  the  plot  of  his  like -named  tragedy,  but  one 
of  the  finest  of  the  speeches — that  of  Praxithea — to  which  he 
has  acknowledged  his  obligations.  It  seems  ttiat  this  play 
brought  out  prominently  not  the  self-sacrifice  of  the  daughter, 
but  the  patriotic  devotion  of  the  mother.  The  daughter  is  not 
even  specially  named  in  our  fragments.  Mr.  Swinburne  has 
made  her  a  second  heroine  in  his  version,  but  somewhat  cold 
and  statuesque,  neither  acting  on  her  own  responsibility,  and 
as  the  eldest  of  the  house,  like  Macaria,  nor,  on  the  other  hand, 
showing  the  simple  innocence  and  instinctive  horror  of  death 

'  Cf.  frags.  596,  639,  836,  935. 
2  vv.  25-36. 
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merits  are  to  be  qualified  in  two  directions  :  111  the  first 
place,  we  find  the  decay  of  importance  and  occasional  irrele- 
vance of  the  chorus  manifestly  in  Sophocles,  so  that  he  must 
either  have  begun,  or  countenanced  by  his  practice,  the  change. 
Secondly,  it  is  false  that  Euripides  did  not  introduce  an  active 
chorus,  and  one  of  great  importance,  in  his  plays,  for  we 
have  before  us  the  Suppliccs,  the  Troades,  and  the  Bacchce, 
rightly  called  after  the  most  important  role.  It  is  further- 
more asserted  that  he  invented  the  tragedies  of  intrigue  or  of 
plot,  where  curiosity  as  regards  the  result  replaces  strong 
emotions  as  regards  the  characters  and  sentiments  expressed. 
This  again  is  only  true  with  limitations.  For  there  are  three 
different  interests  which  may  predominate  in  a  tragedy,  and  ac- 
cordingly we  may  classify  them  as  tragedies  of  character,  like 
the  Medea,  as  tragedies  of  plot,  like  the  Ion,  and  as  tragedies 
of  situation,  like  the  Troades,  in  which  there  is  a  mere  series  of 
affecting  tableaux,  or  episodes.  But  evidently  all  elements 
must  co-exist,  and  the  fact  that  Euripides  does  complicate 
his  plot,  and  excite  an  intellectual  interest  in  the  solving  of  it, 
does  not  prevent  these  very  plays  from  being  most  thoroughly 
plays  of  character  also.  There  is  no  finer  character-drawing 
than  that  of  Ion  and  the  Tauric  Iphigenia,  and  yet  these  cha- 
racters take  part  in  subtle  and  interesting  plots.  It  is  there- 
fore distinctly  to  be  understood  that  the  prominence  of  plot  in 
some  of  Euripides'  plays  does  not  exclude  either  character- 
drawing,  or  the  dwelling  upon  affecting  situations — this  latter  a 
very  usual  feature  in  the  poet,  and  one  in  which  he  may  be 
said  to  have  reverted  to  the  simple  successions  of  scenes  in 
the  earliest  tragedy. 

§  224.  But  there  is  this  important  point  in  Euripides'  charac- 
ter-drawing, that  except  in  the  Medea,  he  does  not  concentrate 
the  whole  interest  on  a  single  person,  but  divides  it,  so  that 
many  of  his  strongest  and  most  beautiful  creations  appear  only 
during  part  of  a  play.  Thus  Hippolytus  and  Phaedra  are  each 
splendidly  drawn,  but  of  equal  importance  in  their  play;  so  are 
Alcestis  and  Heracles,  Ion  and  Creusa,  Iphigenia,  Agamem- 
non and  Achilles.  This  subdivision  of  interest  makes  his 
plays  far  more  attractive  and  various,   but  naturally  fails  in  im- 
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pressing  upon  the  world  great  single  figures,  such  as  Ajax, 
Antigone,  or,  in  our  present  poet,  Medea.  Again,  it  is  very 
remarkable  that  Euripides  seems  to  have  disliked,  or  to  have 
been  unable,  to  draw  strong  or  splendid  male  characters.  Al- 
most all  his  kings  and  heroes  are  either  colourless,  or  weak  and 
vacillating,  or  positively  mean  and  wicked.  This  may  be  the 
misfortune  of  our  extant  selection  of  plays,  for  the  Odysseus  of 
his  Philoctetes  seems  to  have  been  an  ideal  Periclean  Athenian. 
But  in  the  plays  we  have,  the  most  attractive  men  are  Ion  and 
Hippolytus,  in  both  of  whom  the  characteristics  of  virgin 
youth,  freshness,  and  purity  are  the  leading  features — a  type 
not  elsewhere  met  in  extant  tragedies,  but  very  prominent  in 
the  dialogues  of  Plato.  On  the  other  hand,  no  other  poet  has 
treated  female  passion,  and  female  self-sacrifice,  wTith  such  re- 
markable power  and  variety.1  We  have  remaining  two  types  of 
passion  in  Phsedra  and  in  Medea— one  of  the  passion  of  Love, 
the  other  of  the  passion  of  Revenge,  and  we  know  that  in  other 
plays  he  made  erring  women  his  leading  characters.  But  when 
these  characters  are  assumed  mischievously  by  Aristophanes, 
stupidly  by  the  old  scholiasts,  servilely  by  modern  critics,  to 
afford  evidence  that  the  poet  hated  women,  and  loved  to  traduce 
them  upon  his  stage,  we  wonder  how  all  his  splendid  heroines 
have  been  forgotten,  and  his  declarations  of  the  blessings  of 
home,  of  the  comforts  of  a  good  wife,  of  the  surpassing  love  of 
a  mother,  passed  by  in  silence.  His  fragments  abound  with 
these  things,  just  as  they  do  with  railings  against  women,  both 
doubtless  spoken  in  character.  But  it  is  indeed  strange  criti- 
cism to  adopt  the  one  as  evidence  of  the  poet's  mind,  and  to 
reject  the  other. 

1  Mr.  Hutton,  in  his  delightful  Life  of  Scott,  contrasts  (p.  107)  the  genius 
of  Scott,  who  failed  in  drawing  heroines,  with  that  of  Goethe,  who  was  un- 
successful with  his  men,  but  unmatched  in  his  drawing  of  female  character. 
Some  such  natural  contrast  seems  to  have  existed  between  Sophocles  and 
Euripides,  and  is  indeed  implied  in  the  scandalous  anecdotes  about  them, 
which  intimate  that  Sophocles  was  too  purely  an  Athenian  to  share  Euri- 
pides' love  of  women.  Sophocles  had  an  opportunity  of  drawing  the 
purity  and  freshness  of  youth,  which  was  so  interesting  to  the  Greeks,  in 
his  Neoptolemus  {Philoctetes,.  Yet  this  character  appears  to  me  very 
inferior  to  either  Ion  or  Hippolytus. 
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There  are,  moreover,  in  the  extant  plays,  four  heroines  who 
face  death  with  splendid  calmness  and  courage — Alcestis, 
Macaria,  Iphigenia,  Polyxena — and  all  with  subtle  differences 
of  situation,  which  show  how  deeply  he  studied  this  phase 
of  human  greatness.  Alcestis  is  a  happy  wife  and  mother, 
in  the  heyday  of  prosperity,  and  she  gives  up  her  life  from  a 
sense  of  duty  for  an  amiable  but  worthless  husband.  Macaria, 
in  exile  and  in  affliction,  seizes  the  offer  to  resign  her  life,  and 
scorns  even  the  chance  of  the  lot,  to  secure  for  her  helpless 
brothers  and  sisters  the  happiness  which  she  has  been  denied. 
And  so  of  the  rest,  but  I  pass  them  by  rather  than  treat  them 
with  unjust  brevity.1  Enough  has  been  here  said  to  show 
that,  instead  of  being  a  bitter  libeller  of  the  sex,  he  was  rather 
a  philosophic  promoter  of  the  rights  of  woman,  a  painter  of  her 
power  both  for  good  and  evil,  and  that  he  strove  along  with 
Socrates,  and  probably  the  advanced  party  at  Athens,  to  raise 
both  the  importance  and  the  social  condition  of  the  despised 
sex. 

§225.  He  seems  to  have  similarly  advocated  the  virtues 
and  the  merit  of  slaves,  who  act  important  parts  in  his  plays, 
and  speak  not  only  with  dignity,  but  at  times  with  philosophic 
depth.  Yet  while  he  thus  endeavoured  to  raise  the  neglected 
elements  of  society,  he  may  fairly  be  accused  of  having  lowered 
the  gods  and  heroes,  both  in  character  and  diction,  to  the  level 
of  ordinary  men.  He  evidently  did  not  believe  in  the  tra- 
ditional splendour  of  these  people ;  he  ascribed  to  them  the 
weakness  and  the  meanness  of  ordinary  human  nature  ;  he  even 
made  them  speak  with  the  litigious  rhetoric  of  Attic  society. 
When  in  grief  and  misery,  they  fill  the  theatre  with  long 
monodies  of  wail  and  lamentation,  not  louder  or  more  intense 
than  those  of  the  Philoctetes  of  Sophocles,  but  without  the 
man's  iron  resolve.  Again,  in  calmer  moments  he  makes  them 
reflect  with  the  weariness  of  world-sickness,  often  in  the  tone  of 
advanced  scepticism,  sometimes  in  that  of  resignation  ;  he  also 
makes  his  chorus  turn  aside  from  the  immediate  subject  to 
speculate  on  the  system  of  the  world,  and  the  hopes  and  dis- 

1  I  must  refer  the  reader  to  the  chapter  of  my  phonograph  on  Euripides 
for  a  Fuller  discussion  of  this  interesting  question. 
VOL.  I.  — 17 
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appointments  of  mankind.  When  we  note  these  large  and 
deep  features  in  his  tragedies,  when  we  see  the  physical  philo- 
sophy of  Anaxagoras,  the  metaphysic  of  Heracleitus,  the 
scepticism  of  Protagoras  produced  upon  his  stage,  when  we 
see  him  abandoning  strictness  of  plot,  and  even  propriety  of 
character,  to  insist  upon  these  meditations  of  the  study,  we 
fancy  him  a  philosopher  like  Plato,  who  desired  to  teach  the 
current  views,  and  the  current  conflicts  of  thought,  under  the 
guise  of  dramatic  dialogue,  and  who  accordingly  fears  not  to 
preach  all  the  inconsistencies  of  human  opinion  in  the  mouths  * 
of  opposing  characters.  A  picture  of  every  sort  of  speculation, 
of  every  sort  of  generalization  from  experience,  can  be  gathered 
from  his  plays,  and  we  obtain  from  them  a  wonderful  image 
of  that  great  seething  chaos  of  hope  and  despair,  of  faith  and 
doubt,  of  duty  and  passion,  of  impatience  and  of  resignation, 
which  is  the  philosophy  of  every  active  and  thoughtful  society. 
We  can  imagine  the  silent  and  solitary  recluse  despising  his 
public,  writing  not  for  the  many  of  his  own  day,  but  for  the 
many  of  future  generations,  and  careless  how  often  the  critics 
might  censure  him  for  violating  dramatic  dignity,  and  the k 
judges  postpone  him  to  inferior  rivals.  And  he  may  well  have 
smiled  at  his  five  victories  as  the  reward  for  his  great  and 
earnest  work. 

§  226.  But  this  natural  estimate  is  contradicted  by  the  per 
petual  notes  of  the  scholiasts,  who  assert  that  Euripides  was 
altogether  a  stage  poet,  and  sacrificed  everything  to  momentary 
effect.  They  speak  of  his  plays  as  immoral,  as  ill-constructed, 
but  as  of  great  dramatic  brilliancy.  I  confess  I  am  slow  to 
attach  any  weight  to  the  critics  who  censure  the  tears  of  Medea 
and  Iphigcnia  as  blunders  in  character-drawing.1  But  there 
are  independent  signs  that  what  they  say  has  a  real  foundation, 
and  that  Euripides  was  too  thoroughly  the  child  of  his  age  to 
soar  above  the  opinions  of  a  public  which  he  may  often,  and  in 
deeper  moments,  have  despised.  Thus  we  hear  of  his  re-cast- 
ing his  Hippolytus,  so  as  to  meet  objections  ;  we  find  him  in- 
dulging in  long  monodies  which  can  hardly  have  been  intended 
for  more  than  an  immediate  musical  effect ;  above  all,  we  find 

1  Cf.  tLe  argument  to  the  Medea  and  Aristotle's  Poetic,  cap.  xv. 
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him  writing  patriotic  plays,  with  extreme  travesties  of  the  enemy 
of  the  day,  and  with  fulsome  praises  of  Athens,  which  are  far 
below  the  level  of  the  '  philosopher  of  the  stage.'  We  find  him 
also  adopting  a  combination  of  two  successive  plots,  so  as  to 
gather  into  one  the  pathetic  scenes  of  separate  stories,  at  the 
expense  of  dramatic  unity.  These  things  show  that  if  he  really 
adopted  the  stage  as  a  means  of  conveying  the  newer  light,  it 
became  to  him  an  end,  which  he  strove  to  perfect  in  his  own 
way,  and  without  surrendering  his  philosophy. 

He  felt  himself,  as  Aristophanes  tells  us,  in  direct  oppo- 
sition to  ^Eschylus,  whom  he  criticises  more  than  once. 
There  are  not  wanting  cases  where  he  seeks  to  correct 
Sophocles  also,  but  nothing  is  more  remarkable  than  the 
small  number  of  allusions  or  collisions  between  rivals  on  the 
same  stage,  and  often  in  the  same  subjects.  Yet. they  could 
not  but  profit  by  the  conflict.  It  seems  to  me,  however,  that 
as  Euripides  was  the  poet  of  the  younger  generation,  and  of 
the  changing  state,  he  acted  more  strongly  on  Sophocles  than 
Sophocles  did  in  return,  and  though  we  may  see  in  the  Bacchce 
much  of  the  religious  resignation  of  Sophocles,  we  see  in  the 
Philoctetes  a  great  deal  of  the  economy  and  of  the  stage  practice 
of  Euripides. 

The  next  generation,  while  leaving  the  older  poet  all  his 
glories,  declared  decidedly  for  Euripides  ;  the  poets  of  society 
embraced  him  as  their  forerunner  and  their  model ;  philoso- 
phers, orators,  moralists — all  united  in  extolling  him  to  the  skies. 
Thus  the  poet  who  was  charged  with  writing  for  the  vulgar, 
with  pandering  to  the  lowest  tastes  of  the  day,  with  abandoning 
the  ideal  and  the  eternal  for  the  passions  and  interests  of  the 
moment— this  is  the  very  man  who  became  essentially  the 
poet,  not  of  his  own,  but  of  later  ages.  He  was  doubtless,  as 
I  have  already  said,  an  inferior  artist  to  Sophocles  ;  he  was 
certainly  a  greater  genius,  and  a  far  more  suggestive  thinker.1 

§  227.  The  old  critics  paid  much  attention  to  this  author,  but 
are  unfortunately  not  often  cited.     Dicsearchus  is  the  earliest 

1  An  immense  number  of  monographs  on  special  points  in  the  poet's 
diction,  economy,  style,  and  temper  are  enumerated  by  Bernhardy  and  by 
Nicolai,  LG.  I.  i.  pp.  201-2. 
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mentioned,  especially  in  the  Arguments,  then  Aristophanes  of 
Byzantium,  and  his  pupil  Callistratus,  as  well  as  other  Alexan- 
drians, and  Crates,  but  Aristarchus  is  only  mentioned  once  in 
a  note  on  the  Rhesus.  Didymus  is  the  most  important,  and 
most  cited,  and  a  commentary  by  Dionysius,  added  to  his  notes. 
The  present  collection  of  scholia,  though  it  must  have  then 
existed,  was  unknown  to  Suidas.  They  were  first  edited  on 
the  seven  popular  plays,  by  Arsenius  (Venice,  1534),  and  often 
since.  Those  on  the  Rhesus  and  Troades  were  first  given  from 
the  Vatican  MS.  (909),  in  the  Glasgow  edition  of  1821.  This 
copy  also  supplies  fuller  notes  on  other  plays,  all  of  which  have 
been  carefully  edited  by  W.  Dindorf  in  his  Scholia  Grceca  in 
Eurip.  (Oxon.  1863),  with  a  good  preface.  There  are  only 
full  notes  on  nine  plays,  viz.  Hecuba,  Orestes,  Phcenissce,  Medea, 
Hippolytus,  Alcestis,  Andromache,  Troades,  and  Rhesus.  On  the 
rest  there  is  hardly  anything,  about  a  dozen  notes  each  on  the 
Ion,  Helena,  Hercules  Furens  and  Electra  ;  on  the  others  even 
less.  The  history  of  the  influence  of  his  plays  on  the  Roman 
and  modern  drama  is  very  curious,  but  I  must  refer  the  reader 
for  this  and  other  details  to  my  larger  monograph  on  the  poet.1 
§  228.  Bibliographical.  I  proceed  to  notice  the  principal 
MSS.  and  editions.  The  extant  MSS.  have  been  carefully 
classified  by  Elmsley  (Pref.  to  Medea  and  Bacch.),  by  Dindorf, 
and  by  Kirchhoff  in  the  preface  to  his  Medea.  None  of  them 
contains  all  the  plays.  The  older  selection  contains  the  nine 
plays  of  the  Vatican  MS.  just  mentioned,  but  of  these  the  first 
five  are  in  a  Venice  MS.,  which  is  the  oldest  and  best,  and 
six  in  a  Paris  MS.  (A,  2712).  We  accordingly  have  these  plays 
better  preserved,  and  with  scholia.  The  rest  are  extant  in 
two  fourteenth  century  MSS.,  the  Laurentian  C  (plut.  32,  2, 
at  Florence),  which  contains  all  the  plays  but  thf,  Troades  and 
a  portion  of  the  Bacchaj,  and  the  Palatine  (287),  at  the  Vatican 
Libraiy,  which  contains  seven  of  the  latter  section,  except  the 
end  of  Heracleidat.  Thus  there  are  three  plays,  the  Hercules 
Furens,  the  Helena,  and  the  Electra,  which  depend  upon  the 
Florentine  C  alone,  which  has  only  been  of  late  collated    >nce 

1  Euripides,  in  Mr.  Green's  series  of  classical  writers.     (Macmillan, 
1879.) 
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(by  dc  Furia)  for  the  edition  of  Matthias.  An  examination  of 
this  codex  on  the  Helena  and  Hercules  Furens  proved  to  me 
that  a  good  deal  of  help  might  still  be  derived  from  another 
and  more  careful  collation.  The  same  result  appears  from  the 
recent  collation  of  the  Electra  by  Heyse.1  More  recent  copies 
need  not  here  be  mentioned.  Most  critics  are  now  agreed  that 
all  these  texts  are  full  of  interpolations,  arising  from  repeti- 
tions, school  reading,  and  from  additions  to  the  choral  odes  by 
grammarians.  As  to  editions,  four  plays  (Medea,  Hippolytns, 
Alcestis,  Andromache)  were  first  edited  by  J.  Lascaris,  in  capitals, 
at  Florence,  about  1496 — a  rare  and  undated  book.  The 
proper  princeps  edition  is  that  of  Aldus  (1503),  containing 
eighteen  plays,  the  Electra  not  appearing  till  1545  (Victorius, 
Rome).  This  edition  is  based  upon  good  MSS.,  and  its  value 
is  much  greater  than  those  which  succeeded  it,  and  which  I 
therefore  pass  over  till  the  studies  of  Valckenaer,  whose 
Diatribe  on  the  fragments  marks  an  epoch.  I  have  already 
noted  all  the  good  special  editions  of  each  play  under  its  head- 
ing. Of  late  critical  editions  we  may  mention  that  of  Matthias 
(1829-39),  of  Fix,  in  Didot's  series  (1843),  °f  A.  Kirchhoff 
(1868),  of  Nauck  (Teubner),  of  H.  Weil  (sept  tragedies,  Paris, 
1868),  and  of  Mr.  Paley,  who  has  given  us  a  text  and  commen- 
tary in  three  volumes  (i860).  Besides  the  versions  of  single 
plays  already  mentioned,  there  are  translations  of  the  whole 
works  into  German  by  Bothe,  Donner,  Hartung,  Fritze,  and 
Kock,  into  French  by  PreVost  and  Brumoy,  into  Italian  by 
Carmelli  (Padua,  1743),  into  English  by  Potter  (reproduced  in 
Valpy's  classics,  182 1),  and  by  Woodhull  (1782,  four  volumes). 
Carmelli  and  Woodhull  not  only  give  all  the  plays,  with  many 
good  notes,  but  all  the  fragments  then  collected  by  Barnes  and 
Musgrave,  with  an  index  of  names  and  even  of  moral  senti- 
ments. There  is  also  an  edition  of  four  select  tragedies  pro- 
duced anonymously  in  1780.  There  are  unfinished  lexicons 
of  Euripides'  diction  by  Faehse  and  Matthias. 

1  Cf.  Hermes,  vii.  252,  so. 
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THE   LESSER   AND   THE   LATER   TRAGIC   POETS. 

§  229.  Nothing  is  more  remarkable  than  the  deep  shade 
thrown  over  all  the  other  Greek  tragic  poets  by  the  splendour 
of  the  great  Triad  which  has  so  long  occupied  us.     It  may 
perhaps  not  excite  wonder  that  their  contemporaries  should  be 
forgotten,  but  we  are  surprised  that  of  their  successors  none 
should  have  stood  the  test  of  time,  or  reached  us  even  through 
the  medium  of  criticism.      Nevertheless,  of  the  vast  herd  of 
latter  tragedians  two  only,  and  two  of  the  earliest — Ion  and 
Agathon — can  be  called  livirg  figures  in  a  history  of  Greek 
literature.     And  these,  as  it  happens,  encountered  the  living 
splendour  of  Sophocles  and  Euripides.     Moreover,  our  scanty 
information  seems  to  have  omitted  some  of  the  most  popular 
of  the  later  playwrights,  for  of  the  700  tragedies  which  are 
attributed  to  them  in  the  notes  of  Suidas  and  elsewhere,  we  can 
only  find  fifteen  victorious  pieces.     Who  then  won  the  prizes  ? 
or  was  the  taste  of  the  Athenian  ochlocracy  so  conservative, 
that  they  persisted  in  reserving  all  the  honours  for  reproductions 
of  the  old  masterpieces  ?     If  this  were  so,  how  comes  it  that 
the   writing   of  new   and   unsuccessful   tragedies   became  so 
dominant  a  fashion  ?     And  yet  even  the  Poetic  of  Aristotle, 
which  treats  mainly  of  the  laws  of  tragic  poetry,  hardly  men- 
tions any  of  them,  and  then  almost  always  by  way   of  censure. 
This  much  is  therefore  certain,  that  while  comedy  was  making 
new  developments,  and  affording  a  field  for  real  genius  and 
for  real  art,  tragedy,  though  for  a  time  maintaining  its  import- 
ance and  even  its  popularity,  had  attained  its  zenith,  and  its 
later  annals  are  but  a  history  of  decay.      Of  the  older  poets, 
who    were  contemporary  with  Sophocles   and  Euripides,  we 
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hear  in  Suidas  of  Aristarchus  of  Tegea,  the  author  of  100  plays, 
and  only  twice  a  victor,  from  whom  Ennius  seems  to  have 
borrowed  his  Achilles;  also  of  Achceus  of  Eretria,  who  con- 
tended with  Euripides  in  01.  83,  who  only  won  once,  though 
the  author  of  forty-four.  The  scholia  to  the  Medea  of  Euripides 
cite  Neophron  or  Neophon  as  the  author  of  the  poet's  model, 
and  quote  from  him  two  good  fragments,  which,  when  supple 
mented  by  the  soliloquy  of  his  Priam  from  Stobseus,  seem  to 
indicate  some  talent.  But  these  scanty  hints,  and  the  notice 
of  Suidas  that  he  first  brought  on  the  stage  tutor-slaves  and 
the  torturing  of  domestics — whatever  that  may  mean — are  all 
that  remains  to  us  of  his  120  dramas. 

§  230.  But  we  hear  a  great  deal  more  of  Ion  of  Chios,  who 
was  in  many  respects  a  remarkable  figure.  As  he  told  of  his 
having  when  a  youth  met  Kimon  in  society  at  Athens,  his 
birth  must  fall  about  01.  74 ;  his  death  is  alluded  to  by 
Aristophanes '  as  recent,  I  suppose,  and  therefore  shortly 
before  01.  89,  3.  Though  in  character  as  well  as  in  birth 
a  pure  Ionian,  he  seems  to  have  lived  much  at  Athens,  and 
from  a  drinking  song  quoted  in  Athenaeus  appears  also  well 
acquainted  with  Spartan  traditions  and  cults.  But  these  could 
have  been  learned  from  Kimon's  aristocratical  society  at 
Athens,  as  they  always  affected  Spartan  style,  in  the  same  man- 
ner that  foreign  nobles  of  sundry  nations  mimic  Englishmen. 
Ion  seems  to  have  met  ^Eschylus,  and  possibly  Sophocles,  at 
the  opening  of  his  career,  and  to  have  been  a  much-travelled 
and  social  person,  of  large  experience,  agreeable  manners,  and 
ample  fortune.  Perhaps  he  is  the  earliest  example  of  a  literary 
dilettante,  who  employed  his  leisure  in  essays  of  various  sorts 
of  writing.  He  composed  elegies,2  melic  poems,  both  dithyrambs 
and  hymns,  especially  a  hymn  to  Opportunity  (ufxrog  Katpov),  epi- 
grams, tragedies,  and  prose  works  in  Ionic  dialect — the  latter 
either  on  the  antiquities  of  Chios,  or  in  the  form  of  memoirs 
(called  also  fViSij/x/at  and  <rvr£^r)/.ir)Tiicoi).  These  latter,  which 
must  have  been  a  novel  form  in  literature,  are  often  cited  by 

1  Pax,  835,  with  a  good  scholion. 

2  Cf.  above,  p.  192. 
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Plutarch  and  Athenaeus  as  valuable  historical  sources,  and  were 
discussed  in  a  special  work  on  Ion  by  Baton  of  Sinope. 

We  are  here,  however,  concerned  with  his  tragedies,  of 
which  the  number  is  variously  stated  from  twelve  to  forty. 
Perhaps  the  lesser  number  refers  to  trilogies.  He  first  con- 
tended in  01.  82,  was  unsuccessful  against  Euripides  in  87,  4, 
but  when  afterwards  victorious,  sent  the  Athenians  a  present 
of  Chian  wine.  We  have  ten  titles,  some  of  them  very  curious, 
e.g.  the  Great  Drama  (Me'ya  fya/iea).  His  satyrical  play,  the 
Omphale,  was  very  popular.  None  of  the  fragments  are 
sufficient  to  give  an  idea  of  the  plot,  but  their  style  is  good, 
and  the  expression  easy  and  elegant. 

AchcEiis  of  Eretria  flourished  between  01.  74  and  83,  but 
only  gained  a  single  prize  out  of  forty-four  dramas.  He  is 
once  praised  as  second  only  to  ^Eschylus  in  satyrical  drama. 
Athenaeus  speaks  of  him  as  smooth  in  style,  but  at  times  dark 
and  enigmatical.  His  scanty  fragments  afford  us  no  means  of 
correcting  this  judgment. 

§  231.  We  may  pass  next  to  a  poet  whose  figure  comes 
before  us  with  peculiar  clearness  in  the  pictures  of  Plato  and 
Aristophanes.  Whether  their  portraits  are  faithful  is  not  easy 
to  say,  but  it  is  not  likely  that  they  were  far  from  the  truth, 
especially  as  they  are  not  inconsistent,  though  very  dissimilar 
in  many  respects. 

In  the  opening  of  the  Thcsmophoriazusce  Agathon  (son  of 
Tisamenus)  is  appealed  to  as  an  effeminate  and  luxurious  man 
whose  soft  and  sensuous  poetry  was  the  natural  outcome  of  his 
nature.  A  specimen — of  course  a  parody — is  given  of  an  alter- 
nate hymn  between  the  poet  and  his  chorus,  which  is  not  with- 
out grace  and  beauty.  But  this  satirical  picture  is  much 
modified  by  the  hearty  friendliness  of  the  allusion  in  the  Frogs, 
where  Dionysus,  in  reply  to  Heracles,  who  asks  about  Agathon 
next  after  Sophocles,  says  '  he  is  gone  and  has  left  me,  a  good 
poet  and  a  deep  regret  to  his  friends.  H.  Whither  has  the 
poor  fellow  gone?  D.  To  the  feast  of  the  blessed/  The  hos- 
pitable and  social  side  of  the  man  is  not  less  prominent  in 
Plato's  Symposium,  the  scene  of  which  is  laid  in  his  house,  where 
he  acts  the  part  of  a  most  gentlemanly  and  aristocratic  host, 


ch.  xviii.  AGATHON.  393 

and  makes  a  remarkable  speech  on  the  nature  of  Love,  which 
may  possibly  be  drawn  from  his  writings,  but  of  this  no  evidence 
remains  to  us.  There  is  indeed  a  corrupt  passage  in  Diony- 
sius,  which  makes  him,  with  Licymnius,  a  pupil  of  Gorgias, 
and  this  hint  has  prompted  Blass  '  to  analyse  with  care  his 
speech  in  the  Symposium,  and  his  language  in  the  parody 
of  Aristophanes,  to  detect  Gorgian  features.  There  seems  to 
be  strong  evidence  in  the  speech,  which  is  evidently  a  dramatic 
imitation  of  a  peculiar  style,  that  Agathon  did  borrow  its 
complexion  from  his  friend  Gorgias.  There  is  the  same  atten- 
tion to  a  fixed  and  obvious  scheme,  the  same  love  of  playing 
upon  words,  and  seeking  alliterations.  As  these  features  recur 
in  the  odes  ascribed  to  him  by  Aristophanes,  it  is  probable 
that  his  style  was  really  formed  from  the  oratory  of  the  great 
Sicilian. 

Though  he  is  proved  by  these  and  many  other  allusions 
and  anecdotes  to  have  been  a  prominent  figure  in  Attic  soci- 
ety, we  have  very  few  facts  transmitted  about  his  life.  Born 
about  01.  83,  he  first  gained  a  prize  in  01.  90,  4,  and  is  men- 
tioned as  having  praised  Antiphon's  great  defence  of  him- 
self to  the  orator,  who  felt  consoled  in  his  condemnation  by 
the  approval  of  one  competent  judge  among  the  ignorant 
public.  He  left  Athens  before  the  end  of  the  93rd  01.  for  the 
Macedonian  court,  where  the  good  living  and  absence  of  sharp 
criticism  probably  suited  his  easy-going  and  perhaps  indolent 
genius  ;  and  there  he  died  in  the  prime  of  life,  before  405  b.c. 
There  remain  to  us  the  titles  of  only  seven  of  his  tragedies, 
Thyestcs,  the  Destruction  of  Ilium — in  which  alone,  says  the 
Poetic  of  Aristotle,  he  failed — Alcmceon,  Aerope,  Thyestcs,  and 
lastly  the  Flotver  (lii'doc),  so  strange  a  title  that  some  critics 
consider  it  a  false  reading  for  some  proper  name.  But  as  we 
are  told 2  that  both  the  characters  and  the  plot  were  in  this 
play  invented,  the  curious  title  is  not  improbable  ;  and  we 
have  here  an  original  attempt  at  a  tragedy  departing  from  the 
received  myths,  consequently  from  all  religious  basis,  and  a 
notable  advance  in  the  history  of  the  drama.  We  learn  from 
the  Poetic  also,  to  me  a  suspicious  source,  that  he  was  the  ori- 

1  Attische  Beredtsamkeit,  i.  76.  2  Poet.  9. 

17* 
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ginator  of  the  habit  of  composing  choral  odes  loosely  or  not  at 
all  connected  with  a  plot — an  innovation  commonly  attributed 
to  Euripides.  The  few  extant  fragments,  as  well  as  the  speech 
in  Plato,  point  to  great  neatness  of  style,  and  an  epigrammatic 
turn,  which  the  Attic  writers  called  K0fi\p6triQ  or  rhetorical 
finish.  This  quality  makes  him  a  favourite  source  of  quotation 
with  Aristotle.  We  find,  therefore,  in  Agathon  an  independent 
and  talented  artist,  working  on  the  same  lines,  and  in  the  same 
direction,  as  Euripides,  but  without  his  industry  or  philosophic 
seriousness. 

§  232.  The  case  of  Critias  is  more  difficult  to  decide. 
One  play,  the  Sisyphus,  often  ascribed  to  Euripides,  seems 
to  have  been  composed  by  Critias,  but  the  frank  atheism 
expressed  in  the  extant  fragment  makes  us  think  he  did  not 
mean  it  for  public  performance.  Another,  the  Pririthous,  is 
doubtfully  ascribed  to  him  by  Athenaeus,  but  elsewhere  called 
Euripidean.  Thus  the  tragedy  of  Critias  seems  to  have  been 
distinctly  intended  to  convey  sceptical  views  in  theology  and 
in  natural  philosophy,  outdoing  the  more  artistic  and  reticent 
character  of  Euripides's  teaching.1 

During  the  same  period  the  families  of  the  great  tragic 
poets  were  either  reproducing,  or  composing,  with  some  success. 
Two  sons  of  ^schylus  were  tragic  poets,  one  of  whom,  Eu- 
phorion,  succeeded  four  times  with  unpublished  plays  of  his 
father,  and  defeated  Euripides  in  01.  87,  4.  He  also  composed 
original  plays.  Iophon,  son  of  Sophocles,  is  spoken  of  as 
gaining  victories,  and  also  as  a  bad  poet.  But  the  grandson, 
the  younger  Sophocles,  who  produced  the  QLdipus  Coloneus, 
was  of  more  repute,  and  often  declared  victor.  The  younger 
Euripides,  nephew  of  the  great  poet,  is  not  prominent.  There 
appear  also  among  the  descendants  of  ./Eschylus  his  nephew 
Philocles,  an  ugly  and  mean-looking  man,  who  defeated 
Sophocles'  CEdipus  Rex ;  and  then  a  series  of  grandsons  and 
nephews — Morsimus,  Melanthius,  Astydamas,  and  a  younger 
Philocles.  These  men  are  chiefly  known  by  the  ridicule  of  the 
comic  poets,  which  has  immortalised  a  host   of  obscurities. 

1  His  prose  works  will  be  noticed  hereafter. 
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The  famous  passage  in  the  Frogs '  gives  us  Aristophanes'  judg- 
ment on  this  herd  of  tragic  poetasters,  whose  names  are  not 
worth  enumeration  here.  I  will  only  observe  that  the  German 
critics  have  adopted  far  too  literally  the  scorn  and  ridicule  of 
Aristophanes,  who  was  often  an  unfair  critic,  and  probably 
gave  rein  to  private  spite  and  party  feeling  in  many  of  his  judg- 
ments. If  we  had  only  his  ridicule  of  Agathon  in  the  Thcsmopho- 
riazustz  preserved,  and  had  lost  the  Frogs  and  Plato's  Sympo- 
sium, I  have  no  doubt  Agathon  would  occupy  a  very  different 
place  in  the  judgment  of  learned  philologists.  Of  the  lesser 
poets  Meletus  has  gained  notoriety  by  his  attack  on  Socrates  ; 
Critias  by  his  political  activity,  and  his  elegies,  of  which  no 
mean  fragments  have  been  preserved  ;  there  was  also  Diony- 
sius  of  Syracuse,  whose  vanity  and  anxiety  to  succeed  in 
literature  were  of  old  much  ridiculed.  His  poems  were  recited 
with  great  pomp  at  Olympia  (98,  1),  and  received  with  jeering 
and  laughter.  He  really  studied,  and  had  his  works  revised 
and  criticised  by  Philoxenus  and  the  tragic  poet  Antiphon  ; 
it  is  probably  an  Attic  joke  that  he  died  of  joy  at  a  victory 
gained  in  the  Athenian  Lenasa  (01.  103,  1). 

1  W.  89,  sq.  :  HP.    ovkovv  ere/>'  ear  ivravOa  /xeipaKvWia 
rpaya.Slas  Troiovvra  ttXuv  rj  /xvptu, 
Y.bpnrLSov  ir\uv  7)  araSitfi  \a\icTTepa  ; 

Al.   £iri<pv\Ai$es  t<zvt   ScttI  ko.1  ffToo/di/XaaTa, 
X^^iviov  /xovcTila,  AcojQjjtoJ  Te'^vTjs, 
a  cppovSa.  darrov,  f)v  fi6vov  x°P^v  ^2,3?;, 
aiza^  irpocrovpriffavTa  rfj  rpaycfSia. 
yovtjxov  Se  Tron]Trjv  &y  obx  e'^p0^  tri 
^titwv  &v,  octtis  prj/xa  yevvouov  XaKOi. 

HP.   ttHs  y6vifj.ov ; 

AI.  i£)8i  yovifjiov,  outls  <i)dey^€Ta. 

TOiOVTOVl  Tl  ■WO.paK£KlV$VVtVfA£V01>, 

aidipa  Aibs  Scc/j.o.tloi',  '!)  xp^vov  iroSa, 

•?;  (ppii'a  fxlv  ovk  t6e\ov<Tai>  o/j.6aai  ko.6'  iepvv, 

yXwTTav  8'  i-KiopK7](ra.(Ta.v  i8iqT?)s  (pptvos. 

HP.   ere  Se  ravr   apicricei ;   AI.  yiiaAAa  irAriv  v)  jxaivofxa.1. 

HP.    ?/  fjujv  KofiaXa.  y   iarlv,  is  Kal  <ro\  cjKe?. 

AI.    fiij  rbv  i/xbv  o'l'xet  vovv  '  e^eis  7&P  o'k'iolv. 

HP.    Kal  fj.r)u  arexv&s  76  Tra/.iir6v7]pa.  (paivtrai. 

AI.   Zenrvuv  ,ue  8i5a<r/ce. 
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The  later  notices  of  tragedy  are  not  clear  enough  for  any 
short  survey.  I  must  refer  the  reader  to  the  careful  discussion 
in  Welcker's  third  volume,  and  the  long  summary  in  Bernhardy. 
The  school  of  Isocrates  produced  one  man,  Theodectes,  rather 
a  rhetorician  than  a  tragic  poet,  who  was  honoured  with  the 
friendship  of  Alexander  and  Aristotle.  Then  follows  the  head 
of  the  dvayi'iaoTueoi,  Chosremon,  who  wrote  for  a  reading  public, 
and  altogether  in  that  rhetorical  style  which  infected  all  later 
tragedy  in  Greece,  in  Rome,  and  in  the  French  renaissance. 
The  Alexandrian  tragedians,  the  best  seven  of  whom  were  called 
the  Pleias,  and  who  were  thought  in  their  day  very  wonderful 
people,  do  not  concern  us  in  a  survey  of  Greek  classical 
literature. 
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ing  to  its  age  and  home,  that  there  is  perhaps  no  name  of 
wider  and  more  various  acceptation.  But,  in  the  first  instance, 
the  reader  should  be  warned  against  taking  the  Spartans  of 
history  as  representatives  of  the  Dorian  type.  Whatever  they 
may  have  been  before  the  Ephors  reduced  them  to  a  camp  of 
ignorant  and  narrow-minded  soldiers,  under  what  is  called  the 
Lycurgean  discipline  —  this  much  is  certain,  that  all  other 
Dorians — Megarians,  Argives,  Italiots,  Sikeliots,  Rhodians — 
differed  widely  from  the  Spartan  type.  We  might  as  well  take 
the  Roman  type  as  representative  of  those  lively  volatile  Italic 
people,  out  of  which  they  rose  by  a  peculiar  history,  and 
peculiar  social  and  political  conditions. 

§  234.  (a)  The  Spartans  had  a  sort  or  comedy,  in  which 
players,  who  were  called  cW>7/Wra/,  acted  in  pantomime  certain 
comic  parts,  apparently  of  both  special  adventures  (such  as 
those  of  a  thief)  and  of  characters  (such  as  that  of  a  foreign 
physician).  A«o;\ov  is  said  to  be  synonymous  with  jiijj-qjia. 
Apparently  those  who  represented  women  were  called  fipvaX- 
Xucrai  These  actors  were,  as  might  be  expected,  held  in 
c6ntempt  by  the  Spartans,  and  were  always  either  perioeci  or 
helots.  Thus  a  reply  of  Agesilaus,  given  by  Plutarch,  ex- 
presses the  contempt  which  grave  persons  of  the  Periclean 
type  would  feel  for  a  '  play-actor.'  (b)  The  efforts  of  the 
Megarians  are  more  important,1  though  hardly  less  obscure, 
inasmuch  as  through  Susarion  they  led  the  way  to  Attic, 
and  through  their  Sicilian  colony  to  the  highest  Sicilian, 
comedy.  The  violent  political  conflicts  in  which  the  citizens 
were  engaged  seem  to  have  excited  their  natural  taste  for 
lampoon  and  libel,  and  in  the  democratic  period  which 
followed  the  expulsion  of  Theagenes  (about  6co  B.C.)  they 
developed  a  rude  and  abusive  comedy,  which  is  only  known 
to  us  through  the  contemptuous  allusions  of  the  old  Attic 
comedians.  It  was  probably  never  written  down,  so  that 
on'y  stray  verses  survived.2      Susarion  wandered  into  Attica 

1  The  phallic  pomps  celebrated  at  Sikyon  and  the  neighbouring  Doiic 
towns  of  Achaia  can  hardly  be  identified  with  even  the  widest  acceptation 
nf  l")oric  comedy. 

2  Strangely  enough,  the  extravagance  of  their  stage  appliances  (purple 
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about  01.  50,  and  was  said  to  have  performed  in  Attic  villages. 
The  lines  against  women  cited  as  his  are  not  genuine.  Toiynus 
is  called  the  inventor  of  the  metrical  forms,  but  is  probably, 
as  Meineke  has  suggested,1  confused  with  the  celebrated  Tellen, 
an  early  flute-player,  whose  epitaph  in  the  Anthology  says 
he  was  irpwrov  yvovra  yeXoiofieXely.  Of  My  lilts  we  know 
only  the  proverb  '  Myllus  hears  everything,'  which  seems  as  if 
he  had  represented  the  daily  failings  of  his  townsmen  upon  the 
stage.  Mceson  was  the  most  celebrated,  but  was  perhaps  a 
Sicilian  Megarian,  and  was  popular  at  the  court  of  the  Pisistra- 
tidae.  Character  masks  were  called  Masons,  and  on  one  of 
the  Hermae  at  Athens  was  inscribed  his  gnome,  cut'  evepyeoirie 
Ayctf-iE/jrova  crjrrav   Ayautl. 

§  235-  ic)  We  Pass  to  the  more  important  Sicilian  branch 
of  Doric  comedy.  The  earliest  of  whom  we  hear  anything 
is  Aristoxemts  of  Selinus,  placed  by  Eusebius  about  01.  29, 
who  is  spoken  of  as  '  the  originator  of  those  who  recited 
iambics  according  to  the  ancient  fashion.' 2  The  word  \a\x- 
fiifaiv  was  early  used  (like  yttyvpi&iv)  for  lampooning,  and 
we  may  be  certain  that  among  the  rich  and  prosperous 
Sicilians  there  was  ample  time  and  occasion  to  encourage  this 
sort  of  amusement.  Cicero  and  Quintilian  speak  of  the  Sici- 
lians as  particularly  quick  and  lively  people,  always  ready  with 
a  witty  answer  even  in  untoward  circumstances,  much  as  the 
Irish  would  be  described  by  an  English  stranger  now-a-days. 
But  I  think  the  Germans  are  wrong  in  inferring  that  this  Roman 
description  applies  to  the  Sicilians  as  compared  with  other 
Greeks,  and  not  merely  to  the  contrast  Cicero  felt  to  the  stupid 
Roman  boors,  who,  like  the  English  rustic,  combined  political 
sense  with  social  ignorance  and  dullness.  But  the  Sicilian 
smartness  at  repartee,  and  their  love  of  gossip  and  amusement, 
arose  not  merely  from  the  lively  Greek  temperament,  but  from 
this  combined  with  material  wealth  and  political  education. 

hangings)  is  cited  by  Aristotle  (ATic.  Elk.  iv.    2,  §  20)  as  an  example  of 
wastefulness.     But  this  was  in  the  fourth  century  B.C. 

1  Hist.  Com.  p.  38. 

2  Hephosstion  adds  a  specimen  of  his  anapccsts  :  tIs  a\a£ovluv  irkt'wiav 
iraptxet  T&V  wdpwTToiv ;  rol  /j.dvTeii. 
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The  splendour  of  the  Syracusan  court  under  Gelon  and  Hieron 
developed,  among  other  literary  forms,  that  of  a  distinct  and 
real  comedy,  in  which  three  masters  distinguished  themselves 
— all  in  the  earlier  part  of  the  fifth  century  B.C.  These  were 
Epicharmus,  Phormos  and  Deinolochos.  Concerning  the  pre- 
parations for  this  comedy,  the  obscure  forerunners  of  these 
men,  and  concerning  the  details  of  their  performances,  we  are 
totally  in  the  dark. 

Of  the  latter  two  we  only  know  that  Phormis  (perhaps 
a  local  form  for  Phormos1)  was  contemporary  with  Epichar- 
mus, and  came  from  the  district  of  Maenalon  in  Arcadia ;  that 
he  was  intimate  in  Gelon's  palace  and  the  instructor  of  his 
children ;  that  he  was,  moreover,  so  renowned  in  war  under 
Gelon  and  Hieron  as  to  justify  his  dedicating  certain  offerings 
at  Olympia,  which  Pausanias  describes  ;  and  that  he  was  the 
author  of  six  comedies  on  mythological  subjects — Admetus, 
Alkinoos,  the  Fall  of  I/ion,  Perseus,  &c,  of  which  not  a  single 
fragment  has  survived.  He  also  improved  the  stage  dresses 
and  hangings. 

Deinolochos,  who  is  placed  in  the  seventy-third  01.  and  called 
a  pupil  or  rival  of  Epicharmus,  composed  fourteen  dramas  in 
the  Doric  dialect,  which  are  only  cited  about  a  dozen  times 
by  grammarians  for  peculiar  forms.  The  titles  known  are  the 
Amazons,  Telephus,  Jlfedea,  Althea,  and  the  Comic  Tragedy. 
So  far  as  we  can  see,  these  two  men  developed  that  peculiar 
form  of  comedy  for  which  Epicharmus  also  was  famous,  that  of 
the  travesty  of  gods  and  heroes.  This  mythological  farce  of 
the  Sicilians  is  thought  by  the  Germans  to  have  differed  from  the 
satyrical  dramas  of  the  Attic  tragedians  in  that  the  gods  and 
heroes  were  here  themselves  ridiculed,  whereas  in  our  extant 
satyrical  drama,  the  Cyclops,  the  hero  Odysseus  retains  his  dig- 
nity, but  is  brought  into  the  society  of  Silenus  and  his  lazy  and 
wanton  followers.     It  seems  to  me,  however,  that  there  is  evi- 

1  This  is  Lobcck's  notion.  But  the  curious  variation  in  the  name  and 
the  single  mention  of  Phormis,  the  general  or  warrior,  by  Pausanias,  have 
led  Lorenz,  I  think  justly,  to  doubt  the  identity  of  the  warrior  with  the 
comedian,  and  assume  the  latter  to  have  been  Phormos.  Cf.  his  EH- 
charmos,  p.  85,  note. 
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dence  of  a  close  relation  between  the  two  branches,  as  will 
presently  appear. 

§  236.  Epicharmus  was  a  much  greater  man,  and  accord- 
ingly somewhat  more  of  his  work  and  influence  has  survived. 
On  his  life  we  have  only  a  short  and  dry  article  by  Diogenes 
Laertius,  who  classes  him  among  the  philosophers,  without 
mentioning  his  comedies,  and  a  jumbled  notice  in  Suidas, 
which  seems  altogether  untrustworthy  when  it  contradicts  the 
statements  of  Diogenes.  According  to  this  latter,  Epichar- 
mus was  the  son  of  Elithales  of  Kos,  and  came,  when  three 
months  old,  with  his  father  to  the  Sicilian  Megara.  If  he  was 
a  follower  of  Pythagoras  during  his  life,  he  must  have  visited 
Magna  Grrecia.  But  he  afterwards  removed  to  Syracuse,  which 
claims  the  chief  honour  in  being  the  scene  of  his  works.  Dio- 
genes' account  of  his  writings  is  very  curious  and  unsatis- 
factory. '  He  left  memoirs (i/7ro^tr)//tarn),  in  which  he  (pvtrioXoye', 
yrii)p.o\oyti,  larpoXoyu. — discusses  nature,  utters  moral  gnomes, 
and  gives  medical  receipts.'  This  implies  that  the  com- 
piler had  access  only  to  a  selection  of  notable  passages  from 
his  works,  and  did  not  know  his  comedies.  He  adds  that 
he  marked  them  as  his  own  by  anagrams,  which  looks  as  if 
the  writings  were  spurious,  and  we  know  that  false  Epichar- 
mian  writings  were  extant ;  also  that  he  died  aged  ninety  years. 
Yet  the  main  substance  of  this  notice  seems  to  be  true.  The 
poet  was  born  about  01.  60,  and  must  have  visited  Magna  Graecia 
before  the  break-up  of  the  Pythagoreans  in  01.  68.  Whether 
he  really  entered  the  Pythagorean  order  we  do  not  know.  On 
his  return  to  Sicilian  Megara,  he  set  himself  to  giving  a  more 
literary  form  to  the  rude  farces  which  already  existed  among  the 
Megarians.  About  01.  73  he  appears  of  great  fame  at  the  court 
of  Gelon,  and  more  especially  of  Hieron  in  Syracuse,  where 
he  met  the  greatest  literary  men  of  the  day,  and  died  at  a  great 
age. 

§  237.  The  notice  that  he  added  letters  to  the  alphabet  arises 
cither  from  some  later  letters  being  first  adopted  in  his  works, 
or  from  his  intimacy  with  Simonides  at  Syracuse.  It  is  not 
impossible,  as  Simonides  did  adopt  some  additions,  that  he 
persuaded  Epicharmus  to  spread  their  use  in  copies  of  his  very 
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popular  plays.  There  are  two  or  three  anecdotes  preserved  of 
his  intercourse  with  Hieron.  The  best  epigram  upon  him  is  not 
that  quoted  by  Diogenes,  but  one  remaining  to  us  among  the 
poems  of  Theocritus,  which  seems  genuine.  We  must  imagine 
the  court  of  Hieron,  notwithstanding  his  occasional  cruelty  and 
suspicion,  as  the  most  brilliant  and  cultivated  centre  in  the 
Hellenic  world.  It  is  likely  that  Epicharmus  here  met  not 
only  Simonides,  but  also  Bacchylides,  Pindar,  and  yEschylus.1 
We  must  add  to  this  list  an  acquaintance  with  Theognis,  who 
resided  at  the  Sicilian  Megara  during  the  poet's  earlier  years 
Being  thus  in  contact  with  the  greatest  literary  men  of  the  age, 
he  was  not  less  familiar  with  early  Greek  philosophy.  Pythagoras 
we  have  already  mentioned.  There  are  remaining  distinct  allu- 
sions, perhaps  polemical,  to  the  opinions  of  both  Xenophanes  and 
Heracleitus.  Nay  more,  so  profound  were  the  speculative  allu- 
sions in  his  comedies,  that  they  seem  to  have  been  gathered,  and 
to  have  obtained  great  importance  at  an  early  date,  so  much  so 
that  his  latest  biographer  holds  him  to  have  composed  a  didactic 
poem  TTtpi  (j>ucriu)c,  on  nature.  This  notion  is,  however,  in  itself 
improbable.  The  obscure  notices  of  his  medical,  and  even 
veterinary,  treatises  rest  on  equally  untrustworthy  grounds.  But 
his  comedies  were  very  widely  known  and  quoted  ;  and  in  them 
he  was  said  to  put  forth  his  views  in  dramatic  form,  perhaps 
for  safety's  sake,  as  may  have  been  the  case  with  Euripides. 
Plato  knew  them  well,  and  cites  them  as  Heraclitic  in  tone, 
and  the  work  of  the  chief  of  comic  writers.2  The  younger 
Dionysius  wrote  about  them.  The  most  important  work  upon 
him  was  the  critical  essay  of  Apollodorus,  in  ten  books.  Ennius 
compiled  a  poem  called  Epicharmus  from  his  philosophical 
utterances,  of  which  a  few  lines  on  physical  speculations  survive, 
which  were  perhaps  put  into  the  poet's  mouth.3 

1  lie  is  even  said  to  have  ridiculed  the  latter  (Schol.  ^Esch.  Enmen. 
626)  for  his  constant  use  of  the  word  Tt/j.aA<povfjfvos. 

2  Theczt.  152  D. 

3  The  statement  of  Horace,  (Dicitur)  Plautus  ad  exemplar  Siculi  pro- 
perare  Epicharmi  (Epp.  ii.  1,  58),  has  given  rise  to  great  discussion.  He 
mentions  this  as  only  the  theory  of  the  critics  who  liked  old  Latin  poetry, 
and  compared  it  with  great  Greek  models.  But  '  properare  '  is  a  curious 
word,  and  seems  only  to  apply  to  the  easy  flow  of  the  dialogue.     There 
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§  238.  We  have  still  the  names  and  some  fragments  of  the 
thirty-five  comedies  acknowledged  as  genuine.1  Our  fragments 
do  not  tell  us  much  about  the  plots  of  these  plays ;  but  it  is  more 
than  probable  that  there  was  not  much  plot,  as  is  the  case  even 
with  the  old  Attic  comedy,  and  that  the  whole  interest  lay  in  a 
clever  dialogue,  and  the  working  out  of  single  comic  scenes,  in 
which  either  celebrated  myths  were  travestied,  or  philosophical 
notions  aired  and  parodied.  There  is  also  reason  to  think 
that  rhetorical  subtleties,  such  as  antitheses,  and  other  devices 
which  led  to  the  system  of  Korax  and  Tisias,  were  also  ridi- 
culed, and  that  accordingly  the  first  beginnings  of  Greek  elo- 
quence are  here  to  be  detected.2  Lorenz,  in  his  monograph, 
compares  with  a  good  deal  of  point  the  simpler  pieces  of 
Moliere,  such  as  the  Mariage  force?  The  love  of  eating  and 
drinking,  so  prominent  in  Sicily,  suggested  to  him  his  travesty 
called  the  Marriage  of  Hebe  (with  Heracles),  in  which  the  feast 
seems  to  have  occupied  most  of  the  play,  and  in  which  the 
gluttony  of  the  gods  was  portrayed.4  On  account  of  the 
numerous  dishes  cited,  we  have  it  quoted,  some  forty  times,  by 
Athenoeus,  in  its  two  editions.     Athenoeus  has  also  preserved  to 

is  no  evidence  of  any  plot  of  Plautus  being  borrowed  from  Epicharmus. 
The  prologue  of  the  Menccchmi  only  asserts  Sicilian  scenery  and  manners 
in  the  play,  and  is,  moreover,  probably  spurious.  The  Romans  copied  the 
new  Attic  comedy  in  these  plays,  their  Atellanae  or  farces  were  taken  from 
Italic  or  Sikelic  sources. 

1  They  may  be  divided  into  three  classes— mythological  travesties, 
such  as  the  "A/xvkos,  Bovo-tpis/'Afias  yd.fj.os,  brought  out  afterwards  in  a  new 
edition  as  MoO<rai,  'OSvao-evs  airS/xoXos,  '08ucnr€i/s  va.va.y6s,  &c.  ;  character 
plays,  such  as  'EA7n's  ?)  tt\ovtos,  Qeapoi,  'EiriviKios  ;  and  lastly,  dialectical 
plays,  based  on  the  love  of  dispute  and  argument  among  Sicilians,  which 
seems  to  have  been  quite  as  remarkable  as  it  was  at  Athens.  This  class 
is  represented  by  his  Ta  koI  8d\acro-a,  the  contest  of  sea  and  land  (as  to 
advantage),  and  the  \6yos  ical  \oylva. 

2  Cf.  Blass,  Att.  Ber.  i.  p.  17. 

3  Lorenz,  p.  226. 

4  Here  is  the  picture  of  Heracles  at  his  dinner  (Lorenz,  p.  223)  : — 

irpaTov  fxkv  a!i  /<'  iadovr'  Thais  viv,  airoOdvois. 
Ppe/xei  fiiv  o  <pdpvy£  evhoff,  apaf3e7  8'  a  yvddos, 
^io(pii  8'  6  yf/jKpios,  rerptye  8'  6  kvv6Swv, 
cri£ft  5e  ra7s  ^'ivarai,  Kivei  8'  oVara. 
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us  his  picture  of  the  parasite,  a  character  first  invented  for  the 
stage  by  him,  from  the  'EXnig,  a  character  comedy.1  A  great 
many  of  the  other  fragments  are  likewise  upon  dishes  and 
eating. 

By  far  the  most  important  philosophical  passages  remain- 
ing to  us  are,  however,  preserved  from  another  curious  and 
accidental  source.  Diogenes,  who  says  nothing  ofEpicharmus' 
comedies  in  his  short  official  notice  of  the  poet,  quotes  in  his 
life  of  Plato  a  Sicilian  rhetor,  Alkimos,  who  wrote  a  book  to 
show  that  all  Plato's  doctrines  were  borrowed  from  Epichar- 
mus.  In  support  of  this  theory,  which  owes  its  existence  to 
the  Pythagorean  and  Eleatic  elements  in  Plato's  teaching, 
which  the  Sicilian  poet  brought  on  his  stage,  several  dialec- 
tical, metaphysical,  and  rhetorical  arguments  are  quoted.2 
The  discussion  of  their  deeper  import,  however,  belongs  rather 
to  the  history  of  philosophy  than  of  literature.  The  narra- 
tive form,  which  seems  predominant  in  his  plays,  has  misled 
Lorenz  and  others  to  ascribe  these  passages  to  a  poem  ntpl 

(bvffeOJC. 

§  239.  As  there  never  was  but  one  Greek  theatre  at  Syracuse 
— that  of  which  the  magnificent  remains  still  strike  the  traveller 
of  to-day — we  must  conceive  these  comedies  performed  in  it, 
probably  with  a  chorus  like  that  of  modern  plays,  and  not  a 

ZZuvSeiirvew  tcc  Kwvri,  tcaAecrai  St?  /i6vov, 
iced  tu>  ya  /xrjSe  Kwvtl  KwvSiv  5e?  KaAe?v. 
Tt]vii  5e  xapiets  t'  el/A  ical  ttoUoo  ttoAvu 
•yiXttiTa.  Kcd  rhv  iVtiojh-'  tiraivea>. 
kcu  ko.  tls  avTiov  7i  Afj  ttjvcj}  Aiyeiv, 
rijvta  KvDd^ofxai  re  tcair'  3>v  r)xQ°'lJ-al'- 
K^Treiro  woAAa  KaTcupaydbv,  ttoAA'  i/xTnciv, 
tiirei/xi.    Av^vou  5'  oi>x  o  ireus  /xoi  av/ncpepei' 
'ipirw  5'  oAiadpdfav  re  Kcd  Kara  ctkotos 
epTJjxos'  ukku  8'  ivrvx00  T0^s  iteptvoXois, 
rovd'  olov  ayaQov  iiriAeyco  to7s  Oeots,  on 
ou  Awvti  icAelov  aAAa,  fj-aariyuvTi  /xe. 
€7rel  Se  x!  e'lKco  oIko.o'is  Ka.Ta<p6apeis, 
acrTpooTOS  ey'Sco  Kal  to.  /xey  tcpoyr'  ou  koSi, 
as  kol  )jl   aKparos  olvos  a/xcpewri  tpptvds, 

*  Diog.  L.  iii.  12,  9.  so 
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constant  element  as  in  tragedy.  The  dialect  of  the  fragments 
is  a  refined  and  literary  Doric;1  the  metres,  of  which  the 
trochaic  tetrameter  was  called  the  Epicharmian  metre  from 
his  frequent  use  of  it,  are  simple  and  correct.  We  still  have 
anapaests  and  iambics  combined  with  the  trochees.  There  were 
many  lines  so  celebrated  as  to  be  quoted  all  through  Greek 
literature.2 

If  we  consider  the  great  celebrity  of  Epicharmus'  plays 
which  were  brought  out  at  the  most  brilliant  centre  of  Greek 
literature,  at  the  town  which  took  up  the  literary  splendour 
ruined  at  Miletus,  and  only  dawning  at  Athens,  we  need  not 
be  surprised  that  he  exercised  a  strong  influence  on  the  Attic 
drama.  But  this  is  not  felt  in  Attic  comedy  so  much  as  in 
the  Attic  satyric  drama,  where  the  titles  of  the  plays  constantly 
suggest  Epicharmian  models,  and  even  in  the  later  tragedy, 
where  we  find  many  heroes  endowed  with  low  qualities,  and 
perpetually  appearing  on  the  stage  in  a  sorry  garb  and  still 
sorrier  character.  Thus  the  serio-comic  features  in  the  Heracles 
of  Euripides'  Alccstis,  and  especially  his  voracity  ;  the  mean- 
ness of  Menelaus,  and  knavery  of  Odysseus  in  many  other  plays, 
appear  to  me  to  have  been  suggested  by  the  great  popularity  of 
the  travesties  of  the  Sicilian  comedian.  It  is  not  impossible 
that  the  introduction  ot  philosophy  upon  the  stage  may  also 
have  been  borrowed  from  him  by  Euripides,  who  seems  to  me 
to  have  more  points  of  contact  with  Epicharmus  than  have  yet 
been  observed.* 

§  240.  We  pass  to  the  Syracusan  Sophron,  son  of  Aga- 
thocles  and  Damnasylhs.  who  lived  about  the  middle  of  the 

1  Yet  both  Epicharmus  and  Sophron  are  cited  by  the  scholiasts  as 
writing  in  the  old  and  harsh  Doric  dialect,  in  contrast  to  Theocritus,  who 
writes  the  softer  and  more  elegant  new  Doric. 
-  As,  for  example  : 

Ndos   opfi  Kal  voos  aicovei  '  raAAo  iccc<pa  Kal  rvcp\d, 
and 

Ncicpe  Kal  ixffxvacr''  airicTTuu  '  &p9pa  ravra  rav  <pptvS>v. 

3  The  best  monographs  on  Epicharmus  are  by  Grysar  (dc  Dor.  Comced. 
sub  fin.),  Welcker  (A7.  Schrift.  i.),  Bernhardy  (in  Ersch  una  Grader's 
Einyclop.),  Holm,  Cesch.  Sic.  i.  231,  sq.,  and  lastly,  A.  O.  F.  Lorenz's if//- 
charmos  which  has  a  complete  collection  of  the  fragments  in  the  appendix. 
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fifth  century  B.C.,  and  composed  Mimes,  or  mimic  dialogues, 
probably  in  rythmical  prose,  both  with  male  and  female  cha- 
racters. His  son  Xenarchus  followed  his  example  in  the  time 
of  the  elder  Dionysius,  who  employed  him  to  lampoon  the 
people  .of  Rhegium.  The  dialect  was  a  somewhat  broader 
and  more  vernacular  Doric  than  Epicharmus',  but  the  dramatic 
force  and  truth  of  Sophron's  writing  made  him  justly  celebrated. 
Not  only  did  Plato  study  him  carefully  in  order  to  give  life  to  his 
dialogues,  but  two  of  the  best  of  Theocritus'  poems,  the  second 
and  fifteenth  idylls,  are  stated  to  have  been  directly  copied 
from  the  'AicetTrpiai  and  'ladfituZovam — the  former  clumsily 
(u-TTEipoKaXuig)  copied,  says  the  scholiast,  in  spite  of  its  acknow- 
ledged excellence.1  Botzon  argues  that  the  title  of  the  Isthmian 
mime  was  Tea  da/jierai  rWiaO/uut,  and,  what  is  more  important, 
points  out  that,  to  judge  from  Theocritus'  imitation,  it  was 
probably  an  account  of  the  ceremonies  of  the  Lament  for 
Melicertes,  which  were  closely  analogous  to  the  Adonis  cult 
and  were  a  more  natural  scene  for  women's  conversation  than 
the  Isthmian  games,  to  which  married  women  were  not  ad- 
mitted. As  to  the  Akestrice,  he  prefers  to  translate  it  the 
Stitchers,  and  imagines  it  to  have  been  a  dialogue  among 
girls,  corresponding  to  the  French  grisettes,  in  which  their 
love  affairs  were  discussed.  From  Theocritus'  imitation,  I 
think  this  view  wrong,  and  that  it  means  the  Curing  Women, 
those  old  half  quacks  half  witches,  who  are  common  in  every 
superstitious  society.  But  the  scantiness  of  our  fragments 
leaves  room  for  nothing  but  conjectures. 

As  to  the  controversy  whether  the  mimes  were  in  prose  or 
in  verse,  I  fancy  them  like  Walt  Whitman's  so-called  poems,2 
which,  if  they  survive,  may  yet  give  rise  to  a  similar  discus- 
sion. The  mimes  of  Sophron  were  evidently  very  coarse 
also— another  parallel— and  were  full  of  proverbs,  and  full  of 
humour,  often  using  patois,  which  is  very  rare  in  Greek  lite- 
rature.    But  Sophron's  neglect  of  form  did  not  imply  a  revolu- 

1  In  his  careful  program  (Lyck,  1856). 

2  Botzon  quotes  a  scholiast  on  a  Hymn  of  Gregory  Naz.,  which  was 
imitated,  as  to  style,  from  Sophron :  ovtos  yap  ix6vos  twv  iroi7]rwv  ovduois 
run  koX  kw\ois  expricraro  iroir]TtK?is  avaKoyias  KaTacppovrjaas. 
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tionary  creed,  it  was  rather  a  carefully  concealed  submission 
to  the  laws  of  art.  We  have  no  hint  whatever  as  to  the  per- 
formance of  these  mimes,  but  their  early  date  and  style 
seem  foreign  to  a  reading  public,  and  we  may  imagine  them 
brought  out  in  private  society  after  the  manner  of  the  Syracusan 
juggler's  performance  at  the  end  of  Xenophon's  Symposium, 
where  the  marriage  of  Dionysus  and  Ariadne  was  pantomimed 
in  a  very  suggestive  way.  Plutarch's  mention  of  an  attempt  at 
Rome  to  perform  Plato's  dialogues  dramatically  seems  to  point 
in  the  same  direction.  We  hear  that  the  Latin  satirist  Persius 
also  copied  Sophron,  apparently  with  little  success  in  elegance 
or  dramatic  power.  There  can,  however,  be  no  doubt  of  the  re- 
markable genius  of  the  man,  who  was  only  in  part  a  successor 
to  Epicharmus — in  his  proverbial  features,  and  in  the  por- 
traiture of  ordinary  life.  But  Epicharmus'  philosophic  earnest- 
ness found  no  Syracusan  successor. 

The  extant  titles  of  these  mimes  suggest  the  life  and  pur- 
suits of  the  lower  classes  ;  viz.  The  Tunny  Fishes,  the  Ni^t- 
tyoiruvnz  or  Bride- dresser,  iraiZitca  tz oifii^iic,  'QAievq  tuv  aypoi- 
torai',  the  Fisher  and  the  Husbandman  (in  what  relation  the 
loss  of  the  verb  leaves  us  in  doubt)  ;  The  Women  who  say 
they  draw  down  the  Goddess  (moon  ?).  Also  a  Prometheus 
and  a  Nuntius  are  named.  The  few  remaining  fragments  are 
collected  by  Bloomfield,  Classical  Journal,  vol.  iv.,  and  by 
Botzon  in  a  Program  (separately  printed  as  a  tract,  Marien- 
burg,  1867).1 

§  241.  The  comedy  of  the  Italiots,  which  found  its  chief  seat 
in  the  luxurious  and  laughter-loving  Tarentum,  does  not  come 
within  the  range  of  classical  Greek  literature  :  its  chief  representa- 
tive, Rhinthon,  belongs  to  the  Ptolemaic  age,  and  his  work  only 
survives  in  the  imitation  of  his  Amphitryo,  a  comic  tragedy, 
or  parody  of  tragedy,  by  Plautus.  The  whole  subject  of  the 
varied  comic  performances,  which  were  of  old  popular  in 
Magna  Grascia,  and  gave  rise  to  various  subdivisions,  Hilarodia, 

Botzon's  collection  comprises  some  150  words  and  phrases,  almost  all 
cited  for  their  dialect  by  Athenceus,  or  by  grammarians  and  lexicographers. 
They  give  us  no  idea  of  Sophron 's  literary  skill,  but  show  his  local  colour, 
and  his  strongly  proverbial  tone. 
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a  parody  of  tragedy,  Magodia,  a  parody  of  comedy,  Autaloqia 
and  Kinadologia,  moralising  and  indecent  satires,  Phlyako- 
graphia,  Hilarotragoedia,  and  the  rest,  together  with  lists  of 
names  of  authors  and  pieces — all  these  belong  to  the  curiosities 
cf  Greek'  literature,  and  still  more  to  the  prolegomena  of  Roman 
comedy  and  satire,  and  have  accordingly  been  fully  handled  by 
O.  Jahn  in  the  introduction  to  his  Persius,  It  is  said  that 
many  painted  vases  of  Magna  Grsecia  represent  scenes  from 
their  various  farces.  This  whole  class  of  indecent,  scurrilous, 
or  merely  amusing  comic  performances  naturally  came  into 
favour  at  the  courts  of  Alexander  and  his  successors,  also  among 
the  later  tyrants,  whose  intellectual  calibre  may  be  estimated  by 
their  recreations.  The  gastronomical  turn  of  this  and  other 
Greek  comedy  was  developed  by  Hegemon  of  Thasos,  who 
was  popular  at  Athens  by  his  parody  of  epical  grandeur  well 
delivered  on  this  homely  subject.  This  line  was  adopted  by 
Archestratus  of  Gela,  whose  fjCviradeia  Ennius  translated. 
Crates  and  Matron  are  mentioned  later.  But  the  most  re- 
markable and  serious  of  all  the  parodists  seems  to  have  been 
Timon  of  Phlius,  a  serious  and  bitter  sceptic  of  the  school  of 
Pyrrho,  who  lived  about  280  B.C.  Of  his  various  works  the 
most  celebrated  were  the  2/\\o<,  in  three  books,  one  narrative, 
the  rest  in  dialogue,  in  which  he  introduced  Xenophanes,  and 
ridiculed  the  dogmatists  in  epic  fashion.  This  man's  life  and 
work  have  been  thoroughly  discussed  in  a  Latin  monograph 
by  Curt  Wachsmuth.  The  indecencies  of  Sotades,  and  other 
later  parodists,  were  in  the  Ionic  dialect,  and  therefore  do  not 
come  under  the  head  of  Doric  comedy  ;  they  are,  in  any  case, 
not  worth  discussing. 

§  242.  But  from  another  side,  the  mimic  poetry  of  the  Sici- 
lians made  a  great  mark  in  Greek  literature.  There  can  be  no 
doubt  that  the  bucolic  vein  was  early  and  strongly  developed 
among  Sicilian  shepherds.  The  use  of  the  shepherd's  pipe  and 
of  responsive  song  was  early  developed  in  the  country,  and 
from  the  oldest  time  in  some  peculiar  relation  to  the  shepherd 
life  in  the  mountains  of  Arcadia — worshipping  the  same  god, 
Pan,  honouring  the  same  traditions,  and  pursuing  the  same 
habits.     It  even  appears  to  me  that  in  the  great  days  of  Gelon 

vol.  1. — 18 
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and  Hieron  there  was  a  considerable  emigration  from  Arcadia 
to  Sicily — the  Alpheus  flowing  into  Arethusa — for  we  know 
that  their  mercenary  armies  were  recruited  from  Arcadia,  and 
doubtless  the  veterans  were  better  rewarded  with  upland  pas- 
tures in  rich  Sicily  than  by  returning  to  their  harsh  and  wintry 
home.  But  the  Arcadian  music  found  itself  already  at  home 
in  a  country  where  the  legends  of  the  shepherd  Daphnis 
were  older  than  Stesichorus,  and  had  been  raised  by  him  into 
classical  literature.  According  to  various  authorities,  Daphnis 
was  the  son  of  Hermes  and  a  nymph,  and  brought  up  in  a 
grove  of  laurels.  Being  an  accomplished  singer,  and  taught  by 
Pan  to  play  on  the  pipe,  he  became  the  companion  of  Artemis 
in  her  hunting,  and  delighted  her  with  his  music.  His  tragic 
end,  which  is  connected  with  his  love  for  a  nymph,  and  his 
faithlessness,  was  variously  told,  and  these  versions  were  the 
favourite  subject  of  pastoral  lays,  which  were  attached  to  the 
worship  of  Artemis  throughout  Sicily,  and  celebrated  in  musical 
contests  at  her  feasts  in  Syracuse,  where  shepherds,  called 
fiovKokiaorai,  sang  alternately  in  what  was  called  Priapean 
verse,  of  which  the  scholiasts  have  preserved  a  specimen.1 
Other  shepherds,  such  as  the  Komatas  and  Menalkas  of  Theo- 
critus, and  the  Diomus  of  Epicharmus,  were  also  similarly 
celebrated.  Indeed,  there  are  slight  but  distinct  traces  that  the 
pastoral  element  was  not  absent  from  the  comedies  of  Epi- 

1  Ae'£ai  tolv  ayaQav  rvxav 

Ae'£ai  rav  vyieiav 
*Av  <f>epo/j.ev  irapa.  ray  6eov 
*Av  cKaAeacraTO  Wjj'a. 

There  are  the  most  interesting  modern  parallels  in  Sicily  quoted  in 
Holm's  chapter  (Gesc//ic/zte  Sieilieris,  vol.  ii.  pp.  306-7)  on  this  subject.  Con- 
tests in  improvisation,  carried  on  in  question  and  answer,  or  in  statement  and 
counter  statement,  preserving  the  metre,  are  still  common  in  Sicily,  where 
the  competitors  are  obliged  to  lay  aside  their  knives  when  they  commence, 
so  great  is  their  excitement.  Both  the  satiric  and  the  erotic  tone  in  the  old 
bucolics  survives,  as  we  might  expect ;  but  it  is  indeed  surprising  to  learn 
that  the  religious  side — of  old  the  worship  of  Artemis,  and  the  laments  for 
Daphnis,  her  favourite — is  still  there,  and  trustworthy  observers  were  pre- 
sent in  churches  during  the  Feasts  of  St.  John  Baptist,  of  the  Crucified 
(May  3),  and  of  other  saints,  when  the  day  was  spent  in  alternate  impro- 
vising on  the  lives  of  the  saints  and  on  the  sufferings  of  our  Lord. 
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charmus.1  The  satyric  drama  of  Athens,  as  we  know  from 
the  only  extant  specimen,  the  Cyclops,  was  very  pastoral  in 
its  scenes,  and  there  is  nothing  more  Theocritea?i,  as  people 
would  say,  than  the  first  chorus  of  satyrs  in  that  play.  What  is 
even  more  important,  the  comic  poet  Eupolis,  who  may  have 
borrowed  more  than  is  suspected  from  Epicharmus,  brought  out 
an  Alyec,  of  which  the  scanty  fragments  indicate  the  same 
pastoral  tone.  We  may  be  certain  that  Sophron  did  not  omit 
this  side  of  common  life  in  his  Mimes,  though  it  can  hardly 
have  been  prominent,  as  the  scholiasts  do  not  cite  examples  in 
the  arguments  to  Theocritus'  poems.2 

§  243.  But  it  seems  to  me  highly  improbable  that  Theo- 
critus, a  poet  of  so  strictly  imitative  an  age,  and  of  so  very 
imitative  a  genius,  should  have  developed  a  remarkable  origi- 
nality in  this  single  direction,  and  I  therefore  do  not  hesi- 
tate to  class  him  as  an  imitator  of  the  Sicilian  mimic  poetry.  1 
Two  direct  imitations  of  Sophron  (not  strictly  bucolic  poems) 
have  just  been  noticed,  and  I  have  already  spoken  of  Theo- 
critus' epic  and  lyric  efforts  in  connection  with  the  Homeric 
Hymns,  the  later  epics,  and  the  poems  of  Alcaeus  and  Sappho. 

But  his  real  fame  rests  upon  his  pastoral  poems,  in  which 
he  introduced  shepherds,  herdsmen,  and  fishermen  in  familiar 
discourse,  and  in  the  dialect  of  Sicily,  but  refined  by  the 
highest  literary  skill.  These  bucolic  poems  have  throughout 
a  mimic  or  dramatic  character,  as  the  scholiasts  observe ;  the 
poet's  person  is  concealed  under  those  of  his  speakers,  or  he 
is  himself  (as  in  the  7th  Id.)  merely  one  speaker  among  several. 
They  have  also  a  common  feature  in  the  pastoral  scenery  in 
which  they  are  laid.  It  is  well  known  that  earlier  Greek 
poetry  was  a  poetry  of  cities  and  of  men,  and  very  seldom  ap- 
proached what  we  call  the  picturesque.     In  the  rare  exceptions 

1  He  was  figuratively  called  the  son  o{Xi/j.apos  and  2rj/a's,  and  we  even 
have  a  fragment  in  which  he  says  irot/xeviKoi/  rt  /xeKos  avKeTadou.  Lorenz, 
fiagg.  B  130. 

2  Unfortunately,  our  scholia  on  Theocritus  are  such  poor  stuff,  in  spite 
cf  their  fullness,  that  we  cannot  depend  upon  this  argument,  and  Sophron 
may  have  treated  many  of  Theocritus'  subjects  without  being  mentioned 
by  these  late  authorities. 
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(such  as  the  Homeric  Hymn  to  Pan,  and  some  of  Euripides' 
lyrics)  we  find  the  sounds  of  nature  more  prominent  than 
the  sights,  and  this  feature  survives  in  all  the  pictures  of  Theo- 
critus. But  the  growth  of  large  cities  on  such  sites  as  that  of 
Alexandria,  and  the  consequent  wear  and  weariness  of  modern 
city  life,  gave  a  peculiar  charm  to  the  loca  pastorum  deserta, 
atque  otia  diet.  Hence  the  growth  of  a  literary  taste  for  the 
pursuits  and  pleasures  of  the  country.  Thirdly,  the  great 
majority  of  bucolic  poems  have  an  erotic  vein.  It  seems 
hard  indeed  to  know  what  other  subjects  could  engross  the 
mind  of  Sicilian  shepherds,  whose  day  was  idled  away  in  at- 
tending on  grazing  herds  and  flocks.  But  a  good  deal  of  harm- 
less banter,  and  some  satirical  touches,  relieve  the  generally  sad 
tone  of  the  Sicilian  muse,  which  loves  to  dwell  on  the  misfor- 
tunes and  griefs  of  love. 

§  244.  We  know  but  little  of  Theocritus'  life.  He  is  called 
the  son  of  Praxagoras  and  Philinna,  and  also  (owing  to  his 
apparently  calling  himself  Simichidas)  the  son  of  Simichus,  con- 
cerning whom  the  learned  have  much  puzzled  themselves. 
Whether  his  native  land  was  Kos  or  Syracuse  is  uncertain.  He 
lived  much  in  Sicily,  but  was  also  educated  by  Askle 
piades  of  Samos  and  Philetas,  apparently  at  Kos,  and  was 
very  intimate  with  the  physician  Nikias  of  Miletus,  and  the 
poet  Aratus  of  Soli.  He  spent,  moreover,  some  time  at  Alex- 
andria, and  at  the  court  of  Ptolemy  Philadelphus,  where  he 
wrote  his  fourteenth,  fifteenth,  and  seventeenth  idylls,  about 
the  year  259  b  c.  His  poem  in  praise  of  Hieron  II.  seems 
to  date  earlier,  when  he  lived  in  Syracuse,  about  265  B.C. 
We  may  therefore  consider  the  poet  to  have  flourished  about 
270-50  B.C.,  and  accordingly  he  belonged  to  that  learned 
epoch,  when  Alexandria  led  Greek  literature,  and  when  the 
greatest  men  of  the  day  spent  their  lives  in  imitating  or  in 
criticising  the  older  masters.  Only  two  of  the  poets  of  that 
age  have  attained  to  a  permanent  fame.  Callimachus,  Phi- 
letas, and  others  highly  prized  in  their  day  decayed  with 
Roman  culture.  Apollonius  Rhodius  and  Theocritus  have 
survived,  and  are  now  the  two  Alexandrian  poets  of  import- 
ance.    But  Apollonius'  models  were  so  great  that  his  talents 


ch.  xix.  THEOCRITUS'  EPIC  IDYLLS.  413 

are  necessarily  eclipsed  by  them;  Theocritus,  among  the  various 
styles  he  attempted,  struck  upon  a  fresh  vein,  which  had  not  be- 
fore attained  to  world-wide  fame.  His  models  being  either 
early  lost  or  altogether  obscure,  he  is  to  us  of  like  importance 
with  those  earlier  masters,  who  enriched  the  worn-out  ways  of 
literature  by  a  new  form,  sought  in  the  true  source  of  all  living 
song — the  voice  of  the  people.  Hence  it  is  to  this  part  of 
his  work,  his  bucolic  and  mimic  poems,  that  he  owes  all  his 
reputation.  His  imitations  of  epic  hymns  and  y£olic  love- 
songs,  though  excellent  in  their  way,  are  only,  like  the  poem  of 
Apollonius,  the  copies  of  greater  originals. 

§  245.  It  is,  I  think,  the  most  reasonable  among  the  many 
conflicting  views  as  to  the  date  of  the  various  poems,  to  assume 
that  the  epic  attempts  of  Theocritus  were  his  earliest,  and  were 
written  before  he  had  found  out  the  true  bent  of  his  genius. 
The  brilliant  Alexandrian  school  of  literature  was  only  in  its 
infancy ;  many  poets  were  each  contributing  what  they  could 
to  give  a  new  impulse  to  Greek  literature  ;  and  there  can  be 
no  doubt  that  the  tendency  of  the  day  was  towards  reviving  the 
epic  form.  But  epic  poetry  and  epic  hymns  without  faith  in  J 
the  myths  of  the  heroic  age  were  not  likely  to  prosper.  Thus 
in  the  elegant  Hymn  to  the  Dioscuri  which  Theocritus  has  left 
us,  the  concluding  adventure  describes  the  Twins  as  engaged 
in  a  most  unjust  dispute,  and  slaying  Lynceus,  who  represents 
the  cause  of  fairness  and  honesty.  Not  even  Pindar  would 
have  done  this,  not  to  say  the  tragic  poets,  who  had  trained 
the  Greek  public  to  a  moral  handling  of  the  old  legends.  But 
all  such  deeper  views  were  foreign  to  Theocritus.  He  found 
the  facts  of  the  myth  before  him,  and  he  tells  them  with  the 
simplicity  not  of  faith,  but  of  moral  indifference.  After  at- 
tempting another  epic  piece  on  Heracles  and  the  Nemean  lion 
in  Ionic  dialect,  he  adopted  the  Doric  style  more  natural  to  • 
him,  in  which  he  composed  the  Infant  Heracles,  and  the  short 
fragment  on  Pentheus,  which  properly  belongs  to  a  hymn  to 
Dionysus,  and  is  modelled  on  Euripides'  Bacchce.  The  13th 
Idyll  on  the  rape  of  Hylas  may  be  connected  with  the  same 
epoch  of  the  poet's  work,  but  shows  very  distinctly  the  erotic 
vein  prominent  all  through  his  later  life.     We  may  regard  it, 
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therefore,  a  transition  to  such  poems  as  the  12th  Idyll,  and 
perhaps  even  to  the  19th  and  30th,  though  these  latter  may 
belong  to  a  later  and  maturer  time.  It  is  fairly  conjectured 
that  while  Theocritus  was  making  these  various  essays  in  poetry, 
many  of  which,  such  as  the  UpoiTtcai," EXirihtc,  'Hpw/i/ai,  ta/z/3ot, 
&c,  mentioned  by  Suidas,  are  now  lost,  he  was  hoping  to 
attain  the  favour  of  Ptolemy,  but  the  competition  was  too  great, 
and  he  apparently  returned  to  Syracuse,  where  he  addressed 
Hieron  about  the  year  269  in  a  bold  petition  for  the  favour 
and  support  he  had  elsewhere  sought  in  vain.  The  tone 
of  this  Idyll  (16),  as  well  as  of  the  17th,  composed  a  few 
years  after,  when  he  returned  with  new  renown  to  Alexandria, 
is  somewhat  low  and  servile.  The  bidding  for  royal  favour, 
which  we  can  hardly  excuse  in  Pindar  and  Simon  ides,  is  still 
more  unpleasant  in  a  later  and  more  conscious  age.  But  there 
is  an  impatient  and  self-asserting  tone  in  the  earlier  poem 
which  makes  way  for  downright  adulation  in  the  later.  The 
object  of  both  was  the  same — an  introduction  to  favour  at 
court,  but  the  former  from  an  unsuccessful,  the  latter  from  an 
accepted  suitor. 

We  may  fairly  assume  that  he  turned  his  attention  at  Syra- 
cuse to  the  mimes  of  Sophron,  and  the  bucolic  poetry  of  the 
people>  and  returned  to  Alexandria  the  discoverer  of  a  new 
style,  which  at  once  distinguished  him  from  his  rivals,  and 
brought  him  his  well-deserved  rewards.  His  bucolic  poems 
were  composed  in  mature  life,  and  probably  at  Alexandria, 
where  their  pastoral  tone  was  very  delightful  to  the  inhabitants 
of  a  crowded  capital  situate  in  the  midst  of  bleak  and  scorching 
sandhills.  One  of  these,  the  jth^may  be  regarded  as  in  some 
sense  introductory  to  the  rest.  It  celebrates  a  pleasant  day 
spent  with  friends  at  a  harvest  feast,  and  a  bucolic  contest 
carried  on  by  the  way.  It  is  remarkable  that,  though  the 
scene  is  a  real  scene  in  Kos,  which  can  still  be  identified, 
most  of  the  names  are  fictitious  shepherd  names  ;  the  poet  him- 
self being  called  Simichidas,  his  friend  Asklepiades  Lykidas, 
another  Sikelidas.  These  men,  who  were  men  of  learning 
and  culture,  are  presented  under  the  guise  of  shepherds, 
living  their  life  and  attired  in  their  garb.     So  completely  arti- 
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ficial  is  this  poem  that  we  are  tempted  to  believe  in  a  club  or 
society  of  poets  at  Kos,  like  the  Italian  Arcadia  of  the  seven- 
teenth century,  and  that  bucolic  poetry  had  already  found  a 
literary  development  when  Theocritus  in  his  youth  sojourned  at 
Kos.  The  speakers  make  hardly  any  effort  to  conceal  their 
real  character  under  the  pastoral  mask,  and  Theocritus  men- 
tions with  reverence  his  masters  Philetas  and  Sikelidas,  though 
he  by  and  bye  professes  to  have  learnt  from  the  Muses  as  he 
fed  his  flocks  upon  the  mountains. 

The  other  bucolic  poems  are  simpler  in  structure,  and  more 
dramatic  in  form — the  poet  concealing  himself  behind  his 
characters.  They  comprise  amoebean  strains,  or  contests  of 
shepherds  before  an  umpire,  and  monologues  of  unhappy  lovers, 
such  as  Polyphemus.  The  names  Daphnis,  Thyrsis,  Komatas, 
&c,  are  used  as  stock  names,  nor  are  the  critics  at  all  justified 
in  rejecting  as  spurious  poems  where  the  Daphnis  does  not  agree 
with  previous  types.  The  metre  generally  used  is  the  bucolic 
hexameter,  which  is  a  mere  literary  form  of  the  Priapean  verses 
already  quoted,  thus  : — 

aSv  fiiv  a  fxoffxos  yapverai,  a5b  5e  ^a  /3ws 
aSu  8e  x"  <r"/"7l)  X®  ISovkoXos,  a.Sii  Se  Krjydu. 

The  caesura  after  the  fourth  foot,  and  the  beginning  again  with 
the  same  word  immediately  after  it,  show  how  closely  Theo- 
critus followed  the  popular  taste.  In  the  refrains,  too,  which 
are  constant  and  prominent  in  his  poems,  we  find  a  feature 
which,  though  as  old  as  ^schylus  and  Euripides,  was  par- 
ticularly frequent  in  the  Sicilian  folk  songs.  The  poetic  contest 
of  the  eighth  poem  is  (exceptionally)  in  elegiacs. 

§  246.  There  are,  properly  speaking,  but  ten  bucolic  poems 
in  the  collection,  in  which  I  include  the  Reaper's  Dialogue  and 
the  Lament  of  Polyphemus.  These  appear  to  have  been  edited  by 
Artemidorus  shortly  after  the  poet's  death,  before  200  B.C.,  and 
contained  the  first  eleven  poems  of  our  collection  (omitting  the 
second),  the  ninth  being  placed  last,  as  is  evident  from  a  sort 
of  postscript  to  that  poem,  appended  by  the  editor  of  the  col- 
lection. The  very  striking  mimic  poems  (ii.  and  xv.),  which 
were  imitated  from  Sophron,  and  the  erotic  poems,  were  after- 
wards added.    Finally,  his  youthful  efforts  in  the  epic  style,  and 
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several  spurious  pieces,1  were  appended  to  the  collection  as  his 
fame  became  assured.  The  fifteenth  is  a  scene  from  common 
life  in  Alexandria,  which  describes  two  women  and  their  maids 
going  to  the  laying  out  of  Adonis,  in  which  their  dialogue  is  of 
the  greatest  vivacity  and  dramatic  power.  Some  flattery  of 
Ptolemy  and  his  queen,  however  adroitly  brought  in,  rather 
jars  upon  us  in  so  excellent  a  mimic  piece.  The  second, 
which  represents  a  maiden  preparing  magic  charms,  and  con- 
fessing to  the  moon  the  story  of  her  love  and  her  desertion, 
is  a  splendid  painting  of  passion,  which  has  attracted  critics  of 
all  ages.  Racine  thought  he  had  found  nothing  greater  in 
Greek  literature. 

§  247.  These  and  the  bucolic  poems,  with  their  homeliness, 
their  picturesqueness,  and  their  outspoken  realism,  are  the 
masterpieces  of  the  collection.  The  shepherds  of  Theocritus  are 
not  pure  and  innocent  beings,  living  in  a  garden  of  Eden,  or  an 
imgainary  Arcadia,  free  from  sin  and  care.  They  are  men  of 
like  passions  as  we  are,  gross  and  mean  enough  for  ordinary 
life.  But  though  artificially  painted  by  a  literary  townsman, 
they  are  real  shepherds,  living  in  a  real  country,  varying  in 
culture  and  refinement — the  Italiot  characters  are  the  rudei 
— but  all  speaking  human  sentiments  without  philosophy  and 
artifice.  Nay,  even  the  strong  contrast  of  town  and  country 
life,  which  must  have  been  ever  present   to  the  poet,  is  never 

1  The  question  of  the  genuineness  of  each  individual  poem  in  our  col- 
lection is  exceedingly  difficult,  seeing  tha-t  Theocritus  certainly  composed 
in  various  styles,  and  that  in  an  artificial  and  learned  age  any  great  unity 
or  harmony  of  thought  is  not  to  be  assumed  in  the  works  of  such  an  author. 
I  therefore  incline  to  the  side  of  the  conservative  critics,  who  reject  only  a 
few  of  the  later  idylls,  and  some  of  the  epigrams.  But  the  decision  in 
almost  all  cases  is  one  of  subjective  fancy,  and  therefore  in  no  way  conclu- 
sive. Thus  the  Fishermen  (xviii.)  is  commonly  rejected  because  it  con- 
tains a  moral  lesson  at  the  end,  and  because  love  plays  no  part  in  it  (cf. 
Fritzsche,  in  loc),  as  if  the  brilliant  15th  did  not  contradict  such  a  notion. 
For  my  part,  seeing  that  Sophron  wrote  a  6wvo6i]pas,  and  another  mime 
concerning  a  fisherman  and  a  cowherd,  I  accept  it  as  one  of  the  most  cer- 
tainly genuine  of  the  collection.  There  is,  so  far  as  I  know,  no  objection 
to  the  language  or  to  the  allusions.  The  playing  of  the  fish,  which  greatly 
puzzles  the  Germans,  is  described  with  great  truth,  and  shows  the  poet  to 
have  had  practical  knowledge  of  the  Sicilian  tunny  fishing. 
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expressed  in  words,  but  with  truly  artistic  feeling  left  to  be 
inferred  by  the  educated  reader.  There  is  neither  allegory  nor 
apologue  intruded  ;  the  political  or  moral  eclogue  of  Vergil  and 
his  school  is  a  false  imitation  of  these  pictures,  which  from  their/ 
simplicity,  their  variety,  and  their  novelty,  soon  came  to  be 
designated  by  a  special  name— little  pictures,  or  idylls.  The 
term  was  probably  unknown  to  Theocritus  himself,  and  we  are 
not  accurately  informed  of  the  circumstances  of  its  choice. 
But  under  it  both  erotic  poems  concerning  beautiful  youths — 
some  of  them  in  lyric  metre — occasional  poems,  such  as  the 
Spindle  and  the  Epithalamium  of  1  Helen,  epic  pieces,  and 
bucolic  mimes,  are  now  included.  They  are  the  latest  original 
production  in  Greek  poetry,  though,  as  I  have  already  observed, 
their  originality  may  have  been  overrated,  owing  to  the  careless- 
ness of  older,  and  the  ignorance  of  later  critics.  Still  it  were 
unjust,  upon  these  problematical  grounds,  to  deny  Theocritus 
the  noble  position  he  deserves  among  the  great  and  matchless 
masters  of  Greek  poetry,  though  to  him  the  Muse  came  last, 
'  as  to  one  born  out  of  due  season.' 2 

1  This  nuptial  song  is  peculiarly  interesting,  as  perhaps  containing  the 
only  direct  allusion  to  Hebrew  literature  which  is  to  be  found  in  classical 
Greek  poetry.  The  comparison  of  Helen  (v.  30)  to  a  Thessalian  horse  in 
a  chariot,  the  mention  of  4  times  60  maidens,  whom  she  excels,  and  the 
immediately  following  verses,  in  which  she  is  compared  to  the  Dawn,  pos- 
sibly to  the  moon  (the  text  is  corrupt,  and  variously  restored),  and  to  the 
spring  (vv.  23-S),  have  too  striking  a  resemblance  to  the  Song  of  Solomon 
(i.  9  ;  vi.  8-10)  to  escape  the  myriad  commentators  on  Theocritus.  It  is 
therefore  suggested  that  he  became  acquainted  with  at  least  part  of  the 
LXX  version  at  Alexandria.  The  strained  and  Oriental  features  in  these 
comparisons  are  best  explained  by  this  hypothesis,  which  is  fairly  borne 
out  by  the  facts,  and  is  of  great  interest  in  literary  history.  If  adopted, 
it  should  be  made  an  argument  against  Meineke's  emendation  of  the 
passage,  which  gets  rid  of  the  night  and  the  moon  altogether. 

2  For  the  benefit  of  younger  students  I  here  quote  a  characteristic 
passage.     Idyll  xi.  vv.  19-29  : 

^tl  XevKa  ra\a.Teia,  ri  rhv  4>i\4ovt'  airo^dWri  • 
AevKorepa  iraKTcis  TroTiBrjv,  aTra\ooT(pa  apvos, 
fiScrx^  yavporepa,  tpiapwrtpa  o/xcpaKos  wfias. 
(poiTfjs  8'  a66'  ourciis,  otaca  y\vKvs  v-kvos  txO  Me> 
olXV  5'  evSbs  loiaa,  oko.  y\vKvs  virvos  avy  yue. 
(pevyeis  8'  Sxnrep  o'is  iroAtbv  Kvkov  aOprjaaffa. 
18* 
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The  critics  in  his  own  and  the  next  generation  paid  little 
attention  to  a  new  master,  and  not  even  a  master  of  epic 
learning,  like  Apollonius  Rhodius.  Hence  we  only  hear  of 
vwofj-injuura  by  Asklepiades,  Nikanor,  Amaranthus,  and  Theon  ; 
later  came  Munatus  and  Eratosthenes.  But  none  of  them,  as 
Bernhardy  remarks,  seems  to  have  been  a  formal  commentator, 
and  this  accounts  for  the  poverty  of  our  knowledge  as  to  special 
allusions,  and  as  to  the  models  used  by  the  poet.  In  Byzantine 
days  Moschopoulos  and  Triclinius  made  the  additional  collation 
of  scholia  which  was  not  edited  by  Calliergi  in  his  princeps  of 
the  scholia  (Rome,  1516),  but  by  Warton  and  byAdert  (Zurich, 
1843).  Then  come  the  fuller  editions  of  Gaisford  (Ox.  1820, 
Poetce  Minores,  &c.)  and  of  Diibner  (Paris,  1849).  The  best  and 
fullest  is  now  acknowledged  to  be  Ahrens',  in  the  second  volume 
of  his  Bucolici  Greed  (Leipzig,  1859).  They  are  very  inferior  to 
most  of  our  scholia,  especially  to  those  on  Apollonius,  though 
Theocritus  comes  from  the  same  age  and  of  the  same  school. 

§  248.  Bibliographical.  There  is  a  perfect  host  of  M3S.,  of 
which  the  oldest  and  best  are  the  Ambros.  222  at  Milan,  and  the 
Vatican  912,  both  of  the  thirteenth  century.  The  earliest  edition 
is  of  the  first  eighteen  idylls,  probably  at  Milan,  about  1481  ; 
then  comes  that  of  twenty-four  idylls  (with  Hesiod,  Theognis 
&c.)  by  Aldus  (1495),  of  which  there  are  corrected  copies, 
with  some  faulty  sheets  cancelled.  The  first  complete  edition 
with  scholia  was  Calliergi's.  Since  that  time  the  poet  (either 
singly,  or  more  often  with  the  Bucolici  Grceci)  has  been  con- 
stantly and  ably  edited.  I  mention  as  the  most  remarkable 
editors  Stephens  (an  Oxford  edition  in  1676),  Heinsius  (1604), 
Reiske,  Warton,  Gaisford,  Jacobs  (1824),  Wiistemann  (1830), 
Meineke  (1856),  an  excellent  critical  edition ;  Briggs  (Camb. 
1821),  Wordsworth  (iterum  ed.  1877),  Ameis  (Didot,  1846), 
Ahrens  (1855-9),  Ziegler  (ed.  ill.  1877),  with  an  independent 
collation  of  Italian  MSS.,  and  the  two  editions  of  Fritzsche 

ilpdaBriu  )xlv  tyuiya  tcovs,  n6pa,  avina.  irpaTOV 
tfvdes  e/xa.  crhv  /J-arpi,  fle'Aoicr'  vaKivQiva  <pv\\a 
e|  uptos  SptyaoQai  ■   iyu  5'  6$bv  aye/j.6i>evoi>. 
■jravtratj&ai  5'  iatSwi'  tv  ko.1  vvrepov  ov5'  %n  iru  vvv 
e/c  t{)vw   Svuauar  t\v  5'  ou  fie\et,  ov  /xa  Ai",  ouSeV. 


CH.  XIX.     TRANSLATIONS   OF   THEOCRITUS.  419 

(with  German  notes,  Leipzig,  1857,  and  more  full  and  critical, 
1865-9,  m  tvvo  v°ls->  with  a  third  on  MSS.  scholia,  &c, 
promised,  but  not  yet  published).  For  English  readers  there  is, 
in  addition  to  Bishop  Wordsworth's  Latin  Commentary,  a  handy 
but  too  brief  edition  by  Mr.  F.  A.  Paley  (1863).  Young 
scholars  want  help  in  the  dialect,  which  is  at  first  very  puzzling, 
and  for  this  I  recommend  Fritzsche's  earlier  edition,  which  has 
a  good  glossary  of  forms,  and  also  excellent  botanical  notes  on 
the  very  prominent  Flora  of  the  bucolics — neither  of  which  is 
repeated,  but  only  referred  to,  in  his  larger  edition.  This  latter 
is,  moreover,  weighed  down  with  ponderous  learning,  and  on 
many  hard  passages  revokes  the  reading  or  rendering  of  his 
former  edition.  Nevertheless,  for  the  bibliography  of  Theo- 
critus, and  for  summaries  of  various  opinions,  it  is  the  most 
recent  and  the  fullest.  I  specially  refer  to  it,  as  monographs, 
or  partial  editions,  are  too  numerous  and  special  for  mention 
here.  Rumpel's  Lexicon  Theocriteum  (1879)  is  the  newest 
and  best  analysis  of  the  vocabulary  of  the  poet.  There  are 
French  translations  by  Didot,  German  by  Voss  (1808),  Hart- 
ung  (with  notes,  185 8),  and  especially  by  the  poet  Riickert 
(1867).  In  English  we  have  first  Thos.  Creech  (Oxon,  1684), 
a  rymed  version  in  the  style  of  that  day  ;  then  Banks'  prose 
version  (Bohn,  1S53).1  In  our  own  day  T-  H.  Chapman 
(London,  1866)  has  produced  a  good  and  careful  translation  of 
all  Theocritus,  with  Bion  and  Moschus,  with  many  good  notes 
on  the  imitations  of  early  English  poets.  But  this  scholarly 
work  is  not  equal  to  C.  S.  Calverly's  (Cambridge,  1869),  which 
is  one  of  the  best  English  versions  of  any  Greek  author.  If 
Mr.  Calverly  had  not  made  his  book  a  drawing-room  volume, 
it  would  doubtless  have  been  a  far  closer  version  of  the  original. 
The  Eclogues  of  Vergil,  and  the  pastorals  of  Sannazaro  and  his 
school,  of  the  German  Gesner,  and  of  the  Spaniaids,  prove  the 
lasting  effect  of  Theocritus  on  the  literature  of  the  world,  nor  is 
there  any  other  poet  to  whom  our  Laureate  owes  so  much. 

§  249.  A  word  may  be  here  added  concerning  Bion  and. 
Moschus,  whose  remains  are  preserved  with  the  MSS.  of  Theo- 
critus, and  printed  after  his  idylls  in  most  of  our  editions.  These 

1  Unfortunately  Mr.  A.  Lang's  prose  version  is  privately  printed. 
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poets  are  somewhat  later  than  Theocritus  in  age  ;  Bion  was  born 
near  Smyrna,  but  lived  in  Sicily,  and  died  of  poison  before 
Moschus,  whose  longest  poem  is  an  exaggerated  lament  over  his 
friend  and  perhaps  master ;  Moschus  himself  is  set  down  in 
Suidas  as  an  acquaintance  of  Aristarchus.  More  we  cannot  de- 
termine. We  find  the  term  jjovkoXoq  and  ftovKoXiaacrji'  used  by 
Moschus  technically  for  poets  and  poetry,  in  a  sense  far  removed 
from  their  original  simplicity  in  Theocritus.  The  remains  of 
both  poets  are,  perhaps,  best  in  their  epic  vein,  and  concerning 
this  side  I  have  spoken  above.  The  Lament  on  Adonis  of  Bion, 
and  the  Lainent  on  Bion  of  Moschus,  are  both  elaborate,  and 
with  refrains  in  bucolic  form,  but  artificial  and  exaggerated. 
Their  erotic  fragments  remind  one  of  the  false  anacreontic 
fragments,  which  Thos.  Moore  has  made  so  familiar  to  us. 
The  urchin  Eros  with  his  rosy  wings,  his  mischievous  temper, 
and  his  waywardness,  is  manifestly  the  Alexandrian,  not  the  old 
Greek  god.  Hermann  and  Ziegler  have  critically  edited  the  frag- 
mentary and  corrupt  remains  of  these  poets,  and  there  have  not 
been  wanting  modern  imitations,  such  as  the  well-known — 

Suns  that  set,  and  moons  that  wane, 
Rise  and  are  restored  again  ; 
Stars  that  orient  day  subdues, 
Night  at  her  return  renews,  &c. ' 

The  history  of  the  rise  in  modern  literature  of  an  ideal 
Arcadia — the  home  of  piping  shepherds  and  coy  shepherdesses, 
where  rustic  simplicity  and  plenty  satisfied  the  ambition  of 
untutored  hearts,  and  where  ambition  and  its  crimes  were 
unknown — is  a  very  curious  one,  and  has,  I  think,  been  first 
traced  in  the  chapter  on  Arcadia  in  my  Rambles  and  Studies  in 
Greece.  Neither  Theocritus  nor  his  early  imitators  laid  the 
scene  of  their  poems  in  Arcadia  ;  this  imaginary  frame  was 
first  adopted  by  Sannazaro. 

1  Here  is  the  original  :  — 

Ala?  Toi  fiaKaxai  fxev  eirav  k/xto.  k?ittov  uAwvrai, 
i)be  ra  ^Acopa  o~e\iva  to  r'  evOaAes  ovAov  avrjdov, 
varepov  aii  (,o>oj/t(  k<x\  els  eros  &AAo  (puovri  • 
&/xfj.es  8'  01  fj.eyd.Aoi  nal  icaprepoi,  ol  aocpol  avSpes, 
dirirdre  irpara  8duo3fj.es,  avdnooi  ev  x®ov^  xoiA(f 
evb~ofj.es  ed  fxdAa  ixaKp'ov  arepfiova  vqyptrov  vwvov. 


CHAPTER  XX. 

THE   OLD    ATTIC   COMEDY  UP   TO   ARISTOPHANES. 

§  250.  We  have  now  disposed  of  the  older  Doric  comedy, 
with  its  later  Siciliot  and  Italiot  offshoots.  It  was  certainly 
more  primitive  than  its  Attic  sister  ;  it  was  also  spread  over  a 
greater  surface  and  a  longer  period  of  the  Hellenic  world,  but 
perhaps  for  this  very  reason  was  loose  and  varying  in  form,  and 
did  not  attain  to  any  fixed  type,  or  any  splendid  tradition. 
The  very  opposite  was  the  case  with  Attic  comedy.  Starting 
from  an  equally  obscure  origin,  it  attained  in  democratic  Athens 
such  a  strict  and  formal  development,  it  answered  such  great 
political  and  artistic  purposes,  that  no  remnant  of  Greek  litera- 
ture has  attained  a  more  lasting  and  universal  fame. 

All  the  old  grammarians  and  writers  about  comedy  associ- 
ate it  directly  with  the  Athenian  democracy,  which  alone,  they 
think,  would  tolerate  its  outspoken  and  personal  character. 
This,  indeed,  is  so  distinctive  a  feature,  that  it  comes  out  in 
the  traditions  of  its  first  origin.  We  constantly  find  the  story 
repeated  that  the  country  people  in  Attica,  when  injured  by 
their  town  neighbours,  used  to  come  in  at  night,  and  sing  per- 
sonal lampoons  at  the  doors  of  their  aggressors,  so  as  to  bring 
the  crime  home  to  them,  and  excite  public  censure  against 
them — that  this  practice  was  found  so  useful  that  it  was  for- 
mally legalised,  and  that  the  accusers  disguised  themselves  with 
wine  lees  for  fear  of  consequences  to  themselves.  These 
accounts  prove  at  least  how  indissolubly  personal  censure  was 
associated  with  old  Attic  comedy.  It  is  a  further  confirmation 
of  this  remark,  that  though  Susarion  was  said  to  have  intro- 
duced comedy  from  Megara  very  early,  it  was  not  tolerated 
under  the  personal  government  of  the  Pisistratidae,  and  only 
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revived  when  democracy  had  made  its  outspokenness— its 
Trapprjnia — secure.  Other  obscure  names,  such  as  Euetes  and 
Euexenides,  are  alluded  to  as  of  the  same  date,  and  altogether 
it  seems  likely  that  as  the  old  Attic  comedy  faded  out  with  the 
greatness  of  the  Athenian  democracy  at  the  end  of  the  fourth 
century,  so  it  originated  with  its  origin  just  before  the  Persian 
Wars.  But  until  the  climax  under  the  direction  of  Pericles, 
it  seems  barely  to  have  existed,  and  as  an  obscure  appendage 
of  the  Dionysiac  revelry.  There  were  no  written  texts,  no 
fixed  plots,  no  artistic  finish.  Licentious  jokes  and  personal 
jibes  were  its  only  features,  so  that  the  first  great  organiser 
(Cratinus)  is  said  to  have  abandoned  its  ia/i/3uHj  icia,  or  like- 
ness to  the  satire  of  Archilochus  both  in  form  and  style,  and 
its  extant  master  (Aristophanes)  boasts  that  he  has  risen  above 
the  vulgar  obscenities  of  the  old  Megarian  farce.  Still  both 
elements  are  manifest  enough  in  the  comedies  of  Aristophanes, 
though  ennobled  by  political  censure  and  social  grace  ;  so  that 
we  may  fairly  hold  the  whole  type  to  be  adequately  represented 
in  the  eleven  extant  plays. 

But  the  numerous  fragments  give  us  no  definite  idea  of  either 
plot  or  literary  execution.  This  is,  indeed,  a  most  remarkable 
feature  in  the  old  Attic  comedy.  Were  we  reduced  to  judge 
Aristophanes  from  the  fragments  of  his  lost  plays,  we  should 
have  no  notion  whatever  of  his  greatness,  and  for  this  reason 
critics  are  to  be  blamed,  who  have  extolled  him  at  the  expense 
of  his  rivals,  who  are  known  to  us  only  in  this  utterly  inadequate 
way.  It  is  nevertheless  certain,  from  the  evidence  of  the  ancients 
who  had  all  the  documents  complete,  that  he  was  indeed  the 
greatest  of  Attic  comedians.  We  will  therefore  discuss  the 
general  scope  and  character  of  old  Attic  comedy  in  connection 
with  this  typical  genius,  as  soon  as  we  have  given  a  rapid  sketch 
of  his  lesser  known  predecessors  and  rivals. 

§  251.  We  are  told  that  at  first  the  comedians  were  distinctly 
licensed  by  the  law  to  make  personal  attacks — a  statement  re- 
peated by  Cicero  1  and  Themistius.  but  which  may  have  arisen 
from  the  supposition  that  there  must  be  a  law  to  permit,  as  well 
as  a  law  to  restrain,  libel  of  individuals.     For  this  latter  law  was 

1  De  Rep.  iv.  10. 
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certainly  enacted  under  the  Archonship  of  Morychides  (85,  i), 
and  lasted  three  years,  when  it  was  repealed.  A  similar  re- 
straint seems  to  have  been  imposed  again  in  01.  91,  i,1  and 
there  can  be  little  doubt  that  the  oligarchs  of  411  B.C.  silenced 
political  comedy,  if  not  by  law,  at  least  by  terror.  It  flashed 
up  again  at  the  close  of  the  Peloponnesian  War,  as  we  know 
from  Aristophanes'  Frogs,  to  succumb  finally  to  the  thirty 
tyrants,  and  the  impoverished  and  timid  times  which  followed, 
when  the  Athenians  had  no  wealth  to  adorn,  or  spirits  to  enjoy, 
the  comic  chorus — the  real  pith  and  backbone  of  the  old  poli- 
tical comedy.  Thus  the  period  of  its  greatness  is  confined  to 
an  ordinary  human  life,  some  sixty  years,  reaching  from  01.  80 
to  01.  96.  Towards  the  close  of  this  epoch  constant  attempts 
were  made,  by  such  men  as  the  dithyrambist  Kinesias,  and  the 
demagogue  Agyrrhios,  to  curtail  the  public  outlay  upon  comedy, 
and  hence  impair  its  dignity.  These  facts  as  to  the  history  of 
the  relation  of  the  state  to  comedy  are  chiefly  attested  by  the 
excellent  scholia  on  Aristophanes,  from  which  they  have  been 
gathered  and  illustrated  with  infinite  learning  by  Meineke 
We  may  infer  the  relative  expenses  of  bringing  out  a  tragedy 
and  a  comedy  by  the  fact  that  in  the  year  410  B.C.  a  tragic 
chorus  cost  3,000  drachmes,  whereas  in  402  B.C.  a  comic  chorus 
cost  only  1,600.  This  latter  was,  however,  in  the  poorest  days 
of  Athens,  and  after  many  attacks  had  been  made  on  the  outlay 
for  what  had  become  a  mere  idle  amusement ;  so  that  these 
facts  (quoted  by  Klein  from  Boeckh)  are  not  so  conclusive  as 
might  appear. 

§  252.  Passing  by  Myllus,  who  has  been  already  mentioned 
(p.  400),  and  who  is  probably  not  a  member  of  the  Attic  branch, 
we  come  to  Chionides  (Xtwr/c/je  is  the  form  preferred  by  Mei- 
neke to  Xioi'lcrjc),  whose  date  is  placed  too  early  in  Suidas,  and 
who  probably  composed  his  plays  about  01.  80.  Three  titles, 
the  Heroes,  the  Persians  or  Assyrians,  and  the  doubtful  Beggars 

1  This  second  decree  (of  Syracosius)  is  justly  inferred  by  Droysen  to 
have  had  special  reference  to  those  then  charged  with  profanation  of  the  mys- 
teries, and  to  have  restrained  comic  satire,  as  likely  to  prejudice  the  courts 
against  them.  As  the  old  comedy  always  treated  the  events  of  the  day,  such 
a  provision  would  deprive  it  of  its  main  interest.  Cf.  Meineke,  FCG.  ii. 
P-  949- 
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(irTU)x,oi),  are  named.  Aristotle  speaks  of  him,  along  with 
Magnes,  as  much  later  than  Epicharmus.  We  know  nothing 
of  him  save  a  very  few  fragments,  which  tell  us  only  the 
fact  that  he  was  acknowledged  the  earliest  of  the  proper  Attic 
comedians.  The  name  of  Magnes,  which  comes  next  in  the 
list,  is  more  important,  and  he  is  mentioned  in  the  celebrated 
parabasis  of  Aristophanes'  Knights  l  as  having  once  been  very 
popular,  but  in  his  old  age  failing  to  please,  and  neglected 
by  a  once  friendly  public.  He  was  therefore  dead,  and  had 
died  in  old  age,  when  this  play  was  brought  out,  01.  88,  4. 
We  may  consequently  place  his  activity  about  01.  80.  He 
came  from  the  Icarian  deme,  like  Thespis,  and  won  many 
victories.  The  nine  titles  of  his  plays  which  survive  are  sus- 
pected, and  perhaps  retouched  or  modified  by  other  hands. 
We  hear  of  a  Birds  and  a  Frogs  among  them,  and  it  appears 
from  Aristophanes'  allusion  that  the  chorus  (as  in  Aristophanes 
himself)  imitated  the  sounds  of  both.  There  is  also  a  TaAeo- 
fivofia-^la  cited  as  his,  which  seems  a  strange  title  for  an  Attic 
comedy,  but  not  stranger  than  Cratinus'  parody  of  the 
Odyssey. 

There  is  hardly  so  much  known  ot  Ecphantides,  nick- 
named Ka7rimc  by  his  rivals,  by  way  of  comic  contrast  to  his 
real  name.  We  hear  that  he  had  a  definite  chorus  assigned  to 
him,  and  that  he  attacked  a  certain  Androcles,  also  attacked  by 
Cratinus.  These  facts  show  us  that  his  age  was  about  that  of 
Magnes.  We  hear  of  only  one  title  of  his  plays,  the  Satyrs,  a 
subject  treated  by  other  comic  poets,  but  we  have  unfor- 
tunately no  data  for  a  comparison  with  the  standing  scenery  of 
the  properly  satyric  dramas,  which  seem  so  near  and  yet  so 
separate  from  comedy. 

§  253.  We  now  come  to  Cratinus,  the  real  originator — 
the  ^Eschylus — of  political  comedy.  This  was  the  opinion 
of  the  sensible  grammarian  quoted  in  Meineke.2  '  Those,' 
he  says,  '  who  first  in  Attica  constructed  the  general  scheme 
of  comedy  (Susarion  and  his  companions)  brought  in  their 
characters  without  method  (dracrwc),  and  placed  no  object 
before  them  but  to  excite  laughter.  But  when  Cratinus  took 
'  w.  520,  sq.  ■  i.  p.  540. 
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it  up,  he  first  established  a  limit  of  three  in  the  characters 
of  comedy,  thus  correcting  the  irregularity  ;  and,  moreover,  he 
added  a  serious  moral  object  to  the  mere  amusement  in 
comedy,  by  reviling  evil  doers,  and  chastising  them  with  his 
comedy,  as  it  were  with  a  public  scourge.  Nevertheless,  even 
he  shows  traces  of  earliness,  and  even  slightly  of  want  of 
method.'  This  invaluable  notice  is  supported  both  by  the 
fragments  of  Cratinus,  and  by  the  observations  upon  him 
in  various  scholia.  He  is  called  the  son  of  Callimades,  and 
if  he  was  really  '  taxiarch  of  the  tribe  CEneis,' l  must  have 
been  a  man  of  some  means.  This  is  corroborated  by  his 
policy,  which  was  distinctly  conservative  and  aristocratic,  and 
opposed  to  that  of  Pericles.  As  he  is  said  to  have  lived  ninety- 
seven  years,  and  brought  out  his  last  play  in  01.  89,  1,  his 
birth  maybe  placed  about  520  B.C.  ;  but  there  is  some  evi- 
dence that  his  genius  was  late  in  development,  for  we  do 
not  know  that  he  won  any  victory  earlier  than  his  Archilochi 
in  01.  82,  4  (452  B.C.),  if  not  later.  Aristophanes  says  2  he 
died  of  grief  at  the  loss  of  a  jar  of  wine,  when  the  Lacedsemo- 
dians  invaded  Attica.  But  both  fact  and  date  are  invented, 
for  we  know  of  no  invasion  which  will  harmonize  with  our 
other  information.  When  Aristophanes  had  ridiculed  him 
in  the  Knights  3  as  a  broken-down  old  man,  who  had  once  been 
the  popular  poet,  so  that  every  society  rang  with  songs  from 
his  plays,  the  aged  Cratinus  is  said  to  have  given  a  practical 
reply  by  composing  his  famous  Wincflask  (Yivrirt]),  which  gained 
the  victory  over  his  detractor's  Clouds,  as  well  as  over  an 
obscurer  play  of  Ameipsias,  the  Connos,  which  took  the  second 
prize.  Shortly  after  this  he  died.  He  composed  but  little, 
as  only  twenty-one  plays  are  attributed  to  him,  nine  of  which 
won  the  first  prize ;  but  the  impetuous  flow  of  his  verse,  and 
the  alleged  looseness  of  his  plots  towards  their  close,  rather 

1  In  an  excellent  note  on  the  total  absence  of  humour,  or  the  appre- 
ciation of  it,  in  most  German  authors,  Grote  (viii.  456)  observes  that 
this  statement,  preserved  by  Suidas  [sub  voc.  'Eirdou  5eiA.(frepos),  is  plainly 
a  joke  a  pmpos  of  the  poet's  over-fondness  for  Mine.  Nevertheless  it 
is  still  Deing  repeated  solemnly  by  the  Germans. 

2  Pax,  v.  700.  3  v.  528. 
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point  to  idleness  and  over-conviviality  (as  he  admitted  in  the 
Hvr'irr])  than  to  slowness  of  production,  as  the  cause  of  so  scanty 
a  record  of  his  life's  work.  Furthermore,  it  has  long  since 
been  observed  that  the  writers  of  the  old  comedy  were  far  less 
prolific  than  their  tragic  contemporaries,  who  doubtless  wrote 
a  trilogy  of  their  somewhat  conventional  plays  on  well-known 
plots  in  less  time  than  the  comic  poets  took  to  elaborate  their 
more  imaginative  dramas.  The  titles  of  all  Cratinus'  plays 
survive,  and  some  270  fragments  are  quoted  from  17  of  them, 
besides  180  citations  of  uncertain  place  in  his  works.  Yet  it 
is  melancholy  how  little  all  this  material,  on  which  Meineke 
gives  us  200  pages,  tells  us  of  his  genius.  The  plot  of  only  one, 
the  Uvrirr),  is  even  approximately  known,  in  which  the  aged 
poet  represented  himself  as  lawfully  wedded  to  Comedy,  but 
given  to  neglecting  her  for  her  rival  Inebriety,  so  that  Comedy 
brings  an  action  for  desertion  against  him,  and  discusses  with  his 
friends  her  sad  case. 

The  attacks  on  Pericles  (in  the  Qpdr-ui  and  Xeipuivec),  and 
the  praise  of  Kimon  (in  the  ' Ap-^ikoxoi),  are  very  prominent, 
and  so  are  scurrilous  attacks  on  various  poets  and  rivals, 
among  whom  he  twits  Aristophanes  with  over-subtlety  and 
pedantry.  It  is  also  to  be  noticed  that  he  at  times  treated  of 
mythical  subjects  and  of  literary  criticism,  as  in  his  Nifxecric 
(birth  of  Helen),  Sepi^im,  BouaTpic,  and  'Apx^oxof,  in  which 
Homer  and  Hesiod,  as  well  as  later  poets,  were  brought  in  ; 
his  'Oci><ro%  was  a  parody  of  the  Odyssey,  which  is  noted  as  not 
having  even  a  parabasis  or  choric  songs,  though  fr.  15  shows  his 
chorus  to  have  been  of  Ithacan  sailors.  Many  of  his  fragments 
also  paint  the  happiness  of  a  long  past  golden  age,  either  mythi- 
cally under  Cronos,  or  ideally  in  the  old  Attic  times — a  subject 
on  which  Athenaeus  has  collected  many  interesting  quotations.1 

The  general  impression  produced  by  the  rags  and  tatters  of 
this  great  poet  is  very  similar  to  that  which  we  form  on  fuller 
grounds  of  Aristophanes.  There  is  the  same  terse  rigour,  the 
same  unsparing  virulence,  the  same  Attic  grace  and  purity,  nor 
need  we  at  all  wonder  that  he  was  held  worthy  by  the  Athe- 
nians of  a  higher  place  than  his  great  rival  on  more  than  one 

1  vi.  p.  267. 
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occasion.  But  we  may  reserve  any  remarks  upon  the  moral  and 
political  intent  of  his  plays,  until  we  come  to  discuss  the  deep 
and  serious  aim  attributed  to  the  old  comedy  by  grammarians 
and  modern  critics. 

§  254.  Crates  was  a  younger  contemporary  of  Cratinus,  and 
is  said  to  have  been  at  first  his  actor.  He  is  noticed  by  Aristotle 
(in  the  Poetic)  as  having  adopted  the  style  of  Epicharmus 
and  Phormis,  and  abstained  from  personal  satire,  while  con- 
fining himself  to  the  portraiture  of  types.  He  composed 
between  01.  82,  4  and  88,  4.  Aristophanes  notices  his  career 
in  the  passage  from  the  Knights,  already  so  often  quoted. 
Fourteen  titles  of  his  plays  are  cited,  of  which  only  eight  are 
thought  certain  by  Meineke.  The  fragments  of  the  Gtjpia,  in 
which  the  golden  age  was  painted  with  animated  and  docile 
furniture  instead  of  slaves,  and  without  animal  food  (the 
chorus  of  beasts  protested  against  it),  are  interesting.  The 
stray  lines  quoted  by  Stobasus  have  a  curiously  gentle  and 
moderate  tone  about  them. 

Pherecrates  comes  next,  and  of  his  life  we  know  nothing 
but  that  he  too  had  been  an  actor,  and  was  victorious  as  a 
comic  poet  in  01.  85,  3.  Of  the  plays  ascribed  to  him, 
thirteen  titles  seem  genuine.  He  also,  though  his  extant  frag- 
ments contain  personal  attacks  on  Alcibiades,  Melanthius  the 
tragic  poet,  and  others,  is  said  by  an  anonymous  author  on 
comedy  to  have  imitated  Crates  in  avoiding  personal  abuse, 
and  to  have  been  remarkable  for  the  invention  of  new  plots  ; 
in  fact,  to  have  been  of  the  Middle  Comedy,  as  it  is  called. 
More  than  200  fragments  remain,  some  of  those  quoted  by 
Athenaeus  being  very  elegant,  and  showing  the  refined  Atticism 
of  the  poet.  He  spoke  much  of  social  vices,  of  gluttony  and 
drunkenness,  and  of  luxury,  and  named  more  than  one  play 
after  a  hcicera.  The  Cheiron,  if  it  be  his,  and  other  plays, 
contained  great  complaints  about  innovations  in  music,  on 
which  a  remarkable  fragment  remains.  The  Wild-men  (aypwt), 
brought  out  in  01.  89,  4,  painted  the  innocence  of  a  state  of 
nature,  while  the  ayadol  yroi  apyvpov  atya.viaj.i6Q  satirised  the 
spendthrift  vices  of  the  better  classes  at  Athens.  He  also 
originated  the  idea  of  a  play  with  scenes  in  Hades  (Kpawarakoi), 
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in  which  ^Eschylus  appeared — an  idea  so  splendidly  appro- 
priated in  Aristophanes'  Frogs.  Some  of  his  fragments  might 
have  been  written  by  Menander,  so  modern  and  world-weary 
do  they  appear. 

Telecleides  and  Hermippus  are  both  cited  by  Plutarch  for 
their  attacks  on  Pericles,  the  former  (Jr.  inccrt.  4)  complains  of 
the  absolute  favour  shown  him  by  the  Athenians  ;  the  latter 
charges  him  with  lust  and  cowardice.  They  painted,  like  all  their 
compeers,  pictures  of  the  golden  age,  but  chiefly  from  a  gour- 
mand point  of  view,  the  lines  from  Teleclides'  Amphietyons 
being  particularly  good.  He  praises  Nikias,  and  mentions  Mnesi- 
lochus  and  Socrates  as  helping  Euripides  in  his  plays ;  Her- 
mippus alludes  to  Cleon,  so  that  both  poets  must  have  lived 
to  see  the  so-called  ochlocracy.  The  iambics  of  Hermip- 
pus have  been  noticed  above  (p.  196).  Even  in  him  there 
are  traces  of  mythological  plays,  and  in  his  <fropfxorp6poL  re- 
markable hexameter  passages  which  smack  of  parody — one  of 
them  on  the  various  produce  of  the  Mediterranean  coasts 
(fr.  1),  the  other  on  the  comparative  merit  of  various  wines 
(fr.  2). 

§  255.  There  are  many  other  contemporaries  of  Aristophanes, 
who  were  even  at  times  successful  against  him,  but  who  need  not 
be  here  fully  enumerated.  F/ulonides,  who  undertook  the  per- 
formances of  Aristophanes'  Daitakis  and  Frogs,  was  himself  the 
author  of  a  play  called  Kodopvoi,  the  buskins,  in  which  he  lam- 
pooned Theramenes.  Amcipsias  defeated  Aristophanes'  Clouds 
and  Birds  with  his  Connos  and  Revellers.  Nine  of  his  come- 
dies are  named.  Aixhippus  was  the  author  of  an  'Ix^c  or 
Fislmiarkct  comedy,  and  of  an  Amp/iltryo,  which  Plautus  may 
have  imitated.  F/irynichus,  the  son  of  Eunomides,  is  often  con- 
founded  with  the  son  of  Polyphradmon,  the  tragic  writer,  also 
with  a  certain  military  man,  and  perhaps  with  a  dancer — the 
name  being  apparently  very  common.  This  comic  poet  en- 
joyed a  high  reputation.  Of  the  ten  tragedies  attributed  to  him 
the  Revellers  contained  allusions  to  the  affair  of  the  Hermre, 
his  Monotropos  (01.  91,  2)  was  on  a  misanthrope,  of  the  type 
of  Timon ;  his  Muses  stood  second  to  Aristophanes'  Frogs 
(01.  93,  2)  and  contained  a  celebrated  eulogium  on  Sophocles. 
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I  will  here  add  Plato,  the  latest  poet  who  seems  to  me  truly  of 
the  old  comedy,  and  often  classed  with  the  middle  on  account 
of  his  date,1  for  he  flourished  from  01.  88  to  01.  97  at  least, 
when  the  political  aspects  of  comedy  had  disappeared.  Never- 
theless no  poet  is  more  prominent  in  his  attacks  upon  all  the 
demagogues,  beginning  with  Cleon,  and  writing  distinct  plays 
upon  Cleophon  and  Hyperbolus.  He  is  said  to  have  attacked 
even  Peisander  and  Antiphon,  the  leaders  of  the  aristocratic 
reaction  in  411  B.C.,  but  this  seems  to  me  more  than  doubtful. 
He  was,  for  a  comic  writer,  rather  prolific,  twenty-eight  plays 
being  ascribed  to  him.  The  reader  who  desires  to  know  all  that 
can  be  said  about  them  may  wade  through  the  laborious 
volumes  of  Meineke,  and  there  are  doubtless  many  hints  con- 
cerning the  politics,  the  literature  and  the  social  life  of  the 
period  to  be  drawn  from  the  scanty  remnants  left  to  us.  But 
as  literature,  these  scraps  are  only  valuable  in  showing  us  the 
development  of  that  pure  Attic  diction,  which  reached  its  per- 
fection about  this  time. 

§  256.  But  before  we  proceed  to  discuss  the  general  points 
concerning  the  position  of  comedy,  as  Aristophanes  found  it, 
we  must  expand  this  dry  enumeration  by  adding  yet  one 
name,  but  a  name  of  greater  importance  than  any  which  we 
have  yet  mentioned  in  this  field — I  mean  that  of  Aristo- 
phanes' fellow  poet  and  rival,  Eupolis.  This  man,  the  son  of 
Sosipolis,  was  born  at  Athens  01.  83,  3  (449  B.C.),  and  wrote 
his  first  play  at  the  age  of  seventeen,  a  most  unusual  precocious- 
ness,  of  which  Antiphanes  and  Menander  are  also  examples. 
A  scholiast  on  Aristophanes 2  says  there  was  a  law  against 
any  poet  bringing  out  a  comedy  before  the  age  of  thirty,  but 
this  I  suppose  means  that  the  state  would  not  undergo  the 
expense  of  a  chorus  for  a  young  and  untried  candidate,  and 
hence  the  comic  poets  generally  brought  out  their  early  plays 
under  other  people's  names,  and  also  began  as  actors  for 
elder  poets.     Eupolis   is  said  to  have  been  drowned  in  one 

1  The  fact  that  some  of  his  plays,  like  the  Phaon,  had  the  character  of 
the  middle  comedy,  is  an  argument  of  no  value,  as  there  is  hardly  a  single 
poet  of  the  old  comedy  of  whom  such  a  statement  would  not  be  true. 

2  Nub.   526. 
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of  the  battles  in  the  Hellespont,1  probably  Kynossema  (410 
B.C.),  and  with  the  connivance  or  assistance  of  Alcibiades, 
who  hated  him  for  his  political  satire.  This  fact  has  even  been 
expanded  into  a  story  that  Alcibiades  when  sailing  to  Sicily  had 
him  drowned,2  with  a  joke  retorting  the  term  (/3ci7rrcu)  under 
which  the  poet  had  ridiculed  some  profligate  young  aristocrats 
of  his  set.  Of  his  life  we  know  nothing  more  except  some  anec- 
dotes about  his  faithful  dog,  and  his  faithless  slave,  Ephialtes, 
who  was  charged  with  stealing  his  comedies.  The  attempts  of 
Platonius  and  others  to  characterise  Eupolis  as  a  poet  are 
hopelessly  vague,  either  from  the  confusion  of  the  writers  or  the 
corruption  of  the  texts.  They  compare  and  contrast  him  with 
Cratinus  and  Aristophanes,  but  not  in  accordance  with  either 
the  extant  fragments  or  any  intelligible  theory.  That  he  was 
brilliant  in  his  wit,  and  refined  in  his  style,  is  plain  from  the  fact 
that  he  co-operated  with  Aristophanes  in  his  Knights,  of  which 
the  last  parabasis,  beginning  from  v.  1290,  is  recorded  by  the 
scholiast  to  have  been  his  composition.  He  afterwards  may 
have  quarrelled  with  Aristophanes,  for  they  satirised  one  an- 
other freely.  In  style  and  in  genius  he  stood  nearest  to  his 
great  rival,  and  his  comedies  seem  to  have  possessed  most,  if 
not  all,  of  the  features  which  make  the  Aristophanic  comedy 
so  peculiar  in  literature.  He  was  witty,  coarse,  unsparing,  in- 
ventive both  in  diction  and  in  scenic  effects,  and  appears  to 
have  pursued  the  same  relentless  opposition  policy  against  the 
democratic  party  and  their  aristocratic  leaders. 

At  least  fourteen  of  the  titles  ascribed  to  him  appear  to  be 
genuine.  His  Goats  had  a  chorus  of  goats,  and  does  not  seem 
to  have  been  so  political  as  his  other  plays.  The  fragments  have 
a  rustic  and  bucolic  complexion.  The  Aittolycus  was  a  satire  on 
a  youth  of  great  beauty  and  accomplishments,  the  favourite  of 
the  rich  Callias,  and  also  known  to  us  from  Xenophon's 
Symposium.  This  play  came  out  in  01.  89,  4,  under  the 
management  of  Demostratus.  Callias  himself  and  his  Sophist 
friends  were  treated  in  the  Flatterers  (01.  89,  3),  in  which  he 

1  It  is  said  that  in  consequence  the  Athenians  made  a  law  that  poets 
should  be  exempt  from  military  sen-ice. 

2  Cf.  Cicero  Ad  Alt.  vi.  I  in  refutation  of  the  story. 
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figured  like  the  Timon  of  Shakspeare,  at  the  opening  of  the  play. 
The  Bcitttch  ridiculed  the  worship  of  Cotytto  for  its  ribaldry  and 
obscenity,  probably  in  01.  91,  1,  before  the  Sicilian  expedition. 
There  is  no  good  evidence  that  Alcibiades  was  lampooned  in 
this  play,  as  is  usually  asserted.  We  must  deeply  regret  the  loss 
of  the  AijfML  (about  01.  91,  4),  in  which  Nikias  and  Myronides 
were  represented  as  questioning  the  great  old  politicians,  who 
had  come  back  from  the  dead,  and  lamenting  the  condition  of 
the  state.  Solon,  Peisistratus,  Miltiades,  Aristeides,  and  Kimon 
appeared,  and  so  did  Pericles,1  who  asked  many  questions  con- 
cerning his  son  and  the  prospects  of  Athens.  The  youth  and 
inexperience  of  the  newer  generals  were  especially  censured. 
A  parallel  play  was  the  UoXetc,  in  which  the  personified  tribu- 
tary cities  formed  the  chorus.  His  Mapucag  (01.  89,  4)  attacked 
Hyperbolus,  and  the  play  was  charged  by  Aristophanes  2  with 
plagiarism  from  his  Knights.  The  UpoaivuXrioi  seems  to  have 
attacked  the  litigiousness  of  the  people  of  that  deme.  In  the 
Taxiarchs  the  celebrated  admiral  Phormio  played  a  leading 
part,  and  seems  to  have  undertaken  the  naval  training  of  Dio- 
nysus, who  objects  greatly  to  any  hardships.  In  the  Golden 
Age  he  exhibited,  like  all  his  contemporaries,  pictures  of  a  re- 
turn to  a  primitive  state  of  innocence  and  peace.3 

1  The  description  of  Pericles'  eloquence  is  happily  preserved  to  us. 

a.   KpaTiaTos  outos  iytver'  dvOpwTcvv  \eyeiu, 
O7T0T6  irap4\Qoi,  x&CTfep  dyadol  Spo/n^s 
£k  SfKot,  ttoSuv  ypei  Xeywv  tovs  pi'jropas. 

/3.  Taxw  \eyeis  /xeV,  irpbs  5e  y  avrov  tg5  TCi^et 
irei8u>  rts  iircKadi^ev  iirl  ro?s  xeiAeow 
ovtqos  e/CT)/\ei,  Kal  fj.6vos  rS>v  prirSpcov 
rb  KivTpov  iyicaT4\enre  to'is  aKpocc/xc'vois. 

•■Nub.  w.  553-5. 

;  The  other  titles  are  'AaTpdrevrot,  NovfjLyjvLat,  *iAoi.     I  add  a  remark* 
able  fragment  : 

'AAA'  &/cou€t',  S>  dearai,  iroWa  Kal  ^vviere 
pyifiar  ■  €v8v  yap  irpbs  vfias  TrpSnov  diroAoyfio-ofjLai, 
o  ri  /J.a66vres  tovs  £4vovs  fikv  Ae-yere  iroirjTas  o~o<povs, 
?jv  S4  tis  twv  4v8d$\  avrov  /urjSe  %v  x^pov  (ppovav, 
€-7riTi07)Taj  tjj  irotrjaei,  wdvv  5ok£u  Ka\'  elff<pope?i>, 
(laivsTai  Te  Kal  irapappe?  t&v  (ppeviiov  t<£  o~tp  \6yw. 
'AAA.'  epiol  weideo-de  irduToos'  fj.era0a\6uTes  robs  Tpowovb' 
(i.Tl  (pdoveW,  brau  tis  ii/j.usi>  (xovaiKij  xalPV  viwv. 


432  HISTORY  OF  GREEK  LITERATURE.     CH.xx. 

§  257.  A  few  words  of  summary  may  here  be  useful  on  the 
general  condition  to  which  comedy  had  attained  when  Aristo- 
phanes arose.  The  long,  or  rather  crowded,  series  of  poets  up 
to  Eupolis  had  brought  it  out  of  the  rude  and  extemporaneous 
amusement  of  amateurs  on  a  holiday  into  the  stricter  form  of  a 
drama  imitated  in  its  general  outline  from  the*  externals  of  tra- 
gedy. There  was  the  same  sort  of  application  to  the  archon 
for  a  chorus,  which  was  carefully  trained,  and  had  indeed  a 
more  arduous  task  than  the  tragic  chorus.  For  its  larger 
number  (twenty-four)  enabled  the  poet  to  use  sections  of  it  for 
different  purposes,  so  that  some  of  them  took  part  in  the  play 
itself,  while  the  rest  remained  more  or  less  interested  spec- 
tators, as  in  tragedy.  The  plots,  if  such  they  can  be  called, 
were  also  far  looser  and  admitted  of  all  manner  of  chances, 
according  to  the  exuberance  of  the  poet's  fancy.  Nevertheless 
the  actors  seem  to  have  been  limited  to  three  (as  in  tragedy), 
and  the  licenses,  as  in  all  true  art,  were  controlled  by  imper- 
ceptible yet  strict  laws.  The  dialect  was  gradually  determined 
between  the  stilted  grandeur  of  the  tragic  stage  and  the  com- 
mon language  of  Attic  society,  so  as  to  become,  in  the  hands 
of  Aristophanes  and  his  contemporaries,  the  most  perfect 
diction  in  all  Greek  literature.  For  there  is  no  Greek  which 
can  compare  for  vigour,  for  grace,  and  for  fullness  with  the 
language  of  the  old  Attic  comedy. 

It  will  be  seen  in  the  foregoing  list  that  the  comic  writers 
were  not  at  all  so  prolific  as  their  tragic  brethren,  and  Anti- 
phanes,  in  an  extant  fragment,  shows  us  ample  reasons  for  it. 
In  tragedy  the  plots  were  given  beforehand  by  the  myths,  and 
allowed  a  very  moderate  amount  of  originality  in  the  poet, 
whose  whole  attention  was  directed  to  the  sentiments  and  dic- 
tion of  given  characters.  The  title  and  the  prologue  told  the 
whole  plot. 

But  in  comedy — that  is  to  say,  in  the  purely  old  Attic 
comedy — everything  was  due  to  the  invention  of  the  poet. 

Indeed,  as  we  have  already  seen,  even  in  the  Sicilian  plays 
of  Epicharmus,  mythological  travesty  and  parody  were  jocular 
variations  upon  a  given  theme. 

It  is,  however,  a  great  mistake  to  think  that  the  non-poli- 
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for  older  poets,  and  gradually  advanced  to  independent  efforts. 
There  is  a  passage  in  Aristophanes  (Knights,  541,  sq.)  which 
possibly  points  to  a  similar  progress  in  his  case.  The  parallels 
of  Moliere  and  of  Shakspeare  will  at  once  occur  to  the  reader. 
It  was  on  the  stage  itself  that  these  writers  learned  what  suited 
their  public,  and  what  effects  were  practically  attainable.  So 
also  the  early  Attic  acting-authors,  whose  great  object  was  to 
provide  the  public  every  year  with  an  entertainment  bearing  on 
the  events  of  the  day,  must  have  worked  very  fast,  and  one 
of  them  speaks  of  it  as  something  extraordinary,  that  he  had 
spent  two  years  at  one  of  his  plays.  We  find  that  Aristophanes, 
when  he  started  in  his  career,  produced  a  play  every  year,  and 
we  know  from  the  number  assigned  to  him,  and  from  the  didas- 
calia?,  that  he  must  sometimes  have  composed  even  faster.  It 
was  probably  owing  to  this  pressure  that  we  hear  so  often  of 
comic  poets  bringing  out  altered  editions  not  only  of  their 
own,  but  of  other  poets'  plays — a  practice  common  in  Shak- 
speare's  day.1  We  also  hear  constantly  of  two  poets  pro- 
ducing a  play  together,  and  this  is  especially  attested  in  the 
case  of  Aristophanes'  Knights,  of  which  Eupolis  wrote  a  part. 
This  joint  authorship  often  led  to  mutual  recriminations,  and 
after-charges  of  plagiarism,  and  doubtless  often  to  disputed 
authorship.  The  latter  difficulty  was  increased  by  another 
Elizabethan  habit — that  of  consigning  a  play  (doubtless  for 
some  pecuniary  consideration)  to  another  person,  who  applied 
in  his  own  name  for  the  chorus,  discharged  the  duties  of  the 
performance,  and  was  proclaimed  the  victor,  if  the  play  was 
successful.  There  must  necessarily  have  been  some  money 
value  for  this  substitution,  as  it  was  adopted  not  only  by  young 
and  timid,  but  by  experienced  authors,  who  nevertheless,  in 
the  very  play  thus  disowned,  referred  to  their  own  acknow- 
ledged works  in  such  a  way  as  to  disclose  their  present 
secret.  Accordingly  the  nominal  author  must  merely  (I  fancy) 
have  been  paid,  in  such  cases,  for  the  labour  of  training  the 
chorus  and  actors.     Of  course  in  many  other  cases  real  help 

1  Cf.  Prof.  Dowden's  excellent  Primer  on  Shc.lspere,  pp.    10- 1 },  foi  a 
summary  of  points  to  which  lam  here  giving  the  old  Greek  parallels. 
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was  given  privately  by  one  poet  to  another,  and  to  this  we  also 
have  allusions.1 

§  259.  It  remains  for  us  to  say  a  word  on  the  political  and 
moral  aspects  of  comedy  at  this  epoch.  The  Alexandrian  mon- 
archists, followed  by  the  mediaeval  and  modern  antidemocrats, 
have  been  loud  in  the  praises  of  the  Attic  comedy  as  a  censor  of 
morals,  as  a  scourge  of  political  dishonesty,  as  in  fact  fulfilling 
an  office  similar  to  that  of  the  public  press  of  our  day  in  pam- 
phlets and  leading  articles.  The  comic  poets  themselves  boast 
their  serious  intention  amid  laughter  and  buffoonery;  they  claim 
to  be  public  advisers  and  benefactors.  But  their  evidence  is 
surely  no  better  than  that  of  a  daily  journal  which  professes  to 
attack  on  purely  moral  grounds,  and  for  the  public  good,  whereas 
all  its  complaints  are  strictly  limited  to  the  opposite  party  in 
politics.  It  is  very  remarkable,  and  shows  some  closer  bond 
among  the  comic  poets  than  has  been  suspected  by  the  moderns 
(in  spite  of  its  frequent  assertion  in  the  Greek  tracts  on  these 
writers),  that  not  a  single  comedy,  so  far  as  we  know,  took  the 
radical  side,  and  ridiculed  old-fashioned  ignorance,  or  stupid 
toryism.  On  the  contrary,  the  whole  body  of  the  comic  writers 
knew  no  higher  ideal  than  to  return  to  the  golden  age  of  MiltiJ 
ades,  if  not  of  Saturn.  They  knew  no  higher  happiness  in  this 
age  than  the  absence  of  new  ideas  and  the  presence  of  material 
comforts.  They  revile  every  radical  leader,  especially  if  of  low  | 
birth,  and  do  not  spare  the  aristocrats,  like  Alcibiades  and 
Callias,  who  adopted  either  radical  opinions  or  courted  novelties 
in  education  and  in  philosophy.  I  will  not  say  that  there  were 
not  ribald  jokes  about  Kimon,  when  he  was  long  dead,  or  occa- 
sional praise  of  Pericles,  in  comparison  with  low  orators  of  his 
party.  But  the  main  fact  is  certain  ;  the  whole  political  aim  of 
the  old  Attic  comedy  was  to  support  conservatism  against! 
radicalism,  and  not  even  the  transcendent  genius  and  noble 
personality  of  Pericles  could  save  him  from  the  most  ribald 

1  e.g.  the  parabasisofthe  Knights,  where  Aristophanes  speaks  of  himself 
as  iiriKovpwv  /cpu^SV  eripois  TronjTaTs,  cannot  refer  to  Philonides  andCallis- 
tratus,  but  to  this  sort  of  partial  and  really  secret  assistance  given  to 
well-known  dramatists,  perhaps  on  account  of  the  sudden  and  hurried  re- 
quirements of  political  comedy. 
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attacks,  and  the  grossest  libels,  at  the  hands  of  these  so-called 
guardians  of  morals  and  censors  of  vice.  It  was  so  with  all 
the  noblest  advocates  of  reform  in  all  directions — with  Prota- 
goras, with  Socrates,  with  Euripides.  They  were  all  equally 
the  butt  of  comic  scorn  and  the  victims  of  comic  falsehoods.  * 
Probably  the  comic  poets  were  persuaded  of  the  mischievous- 
ness  of  these  men  and  their  ideas  ;  but  they  were  persuaded  / 
as  party  men,  not  as  calm  judges  of  right  and  wrong  ;  and  I 
have  no  doubt  they  were  as  easily  persuaded  of  the  innocence 
of  the  greatest  miscreants  in  their  own  party.  If  these  things 
be  so,  there  will  obviously  be  great  caution  required  in  using 
them  as  historical  evidence.  They  are,  in  fact,  never  to  be 
believed  without  independent  corroboration. 

But  though  their  political  merits  have  been  greatly  over- 
rated, they  stand  pre-eminent  in  another,  and  that  the  original  ' 
object  of  comedy.  The  volunteer  chorus  had  originally  met  for 
the  purpose  of  amusement,  for  the  interchange  of  wit  and  the 
promotion  of  laughter,  and  in  this  the  perfected  Attic  comedy 
seems  still  unapproachable.  We  have  indeed  only  stray  flashes 
from  the  lost  poets,  but  it  is  evident  from  the  attribution  of 
Aristophanes'  plays  to  Archippus,  from  the  frequent  success  of 
other  poets  over  him,  from  his  anxious  and  jealous  rivalry,  that 
we  have  in  him  a  playwright  not  '  primus  longo  intervallo,'  but  « 
'  primus  inter  pares,'  and  that  the  lost  comedies  sparkled  all  over 
with  gems  of  wit  like  his  inimitable  farces.  So  necessary  an 
element  was  this  moving  of  laughter,  that  none  of  them  were 
ashamed  to  make  use  of  obscenity,  provided  it  was  ridiculous, 
and  we  must  suppose  that  this  element  was  as  much  looked 
forward  to  and  relished  by  the  audience  as  the  inuendos  of  the 
modern  French  drama.  Literary  satire  and  parody  were  only  » 
beginning  to  be  popular,  because  the  busy  Athenian  public 
were  only  now  beginning  to  be  a  reading  public — all  their  time 
having  been  hitherto  spent  in  active  politics  or  commerce. 
But  the  spread  of  books  was  beginning ;  literary  discussion  » 
was  made  popular  by  the  sophists,  and  the  field  of  literary  tra- 
vesty lay  open  whenever  politics  became  too  serious  to  tolerate 
the  satire  of  public  men,  or  became  too  trivial  to  keep  up  the 
interest  in  such  censure. 
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Such  seems  to  have  been  the  general  condition  of  Attic 
comedy  when  Aristophanes  arose. l 

•  The  reader  will  find  the  various  documents  on  which  our  knowledge 
of  the  history  depends— extracts  from  Platonius,  from  various  anonymous 
scholiasts  from  Tzetzes — in  the  appendices  to  vols.  i.  and  ii.  of  Meineke's 
Fragmenta  Comicorum,  and  summaries  of  the  modern  tracts  on  the  subject 
in  Bemhardy's  and  Nicolai's  histories. 


CHAPTER  XXL 

Aristophanes. 

§  260.  The  dates  neither  of  the  birth  nor  the  death  of  Aristo- 
phanes are  accurately  known,  but  as  he  was  a  young  man  when 
his  first  play  came  out,  we  may  conjecture  him  to  have  been 
born  450-46  B.C.  He  is  explicitly  called  tov  eijfiov  KvlaOrjvutEVQ 
HavSiovidos  0uA>7c,  but  his  father,  Philippus,  had  property  in 
^Egina,  to  which  the  poet  alludes  when  he  speaks  (in  the  Achar- 
nians)  of  this  island  being  claimed  in  order  to  secure  him  ; 
and  the  fact  that  he  was  persecuted  by  Cleon  on  a  yp«</>»)  %eviag, 
for  being  a  foreigner  assuming  civic  rights,  has  thrown  some 
doubt  even  on  the  origin  of  his  father,  who  is  said  by  some  to 
have  been  a  Rhodian  or  a  Greek  of  Naucratis  in  Egypt.  We 
know  nothing  of  the  poet's  private  life  or  education.  If  Plato's 
fancy  picture  in  the  Symposium  could  be  trusted,  he  was  a  man 
of  aristocratic  breeding  and  culture,  living  in  the  best  society 
at  Athens.  Cut  the  fact  that  Agathon  his  host,  and  Socrates 
the  chief  speaker  on  the  occasion,  were  the  constant  butt  of 
the  poet's  severest  satire  makes  one  doubt  that  this  wonderful 
Symposium  has  even  historical  verisimilitude.  We  know 
from  an  allusion  of  Eupolis  that  he  was  bald  before  his  time, 
and  that  he  had  once  been  a  joint  worker  with  that  poet 
He  also  speaks  himself  of  secretly  helping  other  poets,  and 
of  his  reluctance  to  demand  a  chorus  in  his  own  name.  We 
know  that  the  last  play  he  composed  was  the  Plittus,  in  388 
B.C.,  and  the  biographers  tell  us  he  died  soon  after,  leaving 
three  sons,  Philip,  Nicostratus,  and  Araros,  the  last  of  whom 
he  commended  to  the  public  by  letting  him  bring  out  this 
play.  Araros  came  out  as  an  original  poet  about  375  B.C.,  but 
this  affords  no  certain  evidence  that  his  father  was  then  dead. 
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Our  authorities  on  the  life  of  Aristophanes  are  two  Greek  Lives 
— one  by  Thomas  Magister,  the  other  fuller  one  anonymous, 
and  besides  the  notice  by  Suidas.  These  are  supplemented  by 
the  poet's  own  confessions  in  the  parabases  of  the  Acharnians, 
Knights,  and  Wasps.  We  have  the  titles  of  forty-three  plays, 
and  thirty  are  said  to  have  been  read  by  John  Chrysostom,  but 
Suidas  only  knows  the  eleven  we  have  now  remaining.  Aristo- 
phanes' life  is  so  closely  bound  up  with  his  works,  that  it  will 
be  necessary  to  enter  at  once  upon  his  remains,  and  treat  them 
as  far  as  possible  chronologically. 

§  261.  His  first  play,  the  Revellers  (Aca-aX/yc),  came  out  in 
01.  88,  1  (427  B.C.),  and  was  not  only  well  received,  but  obtained 
lasting  reputation.  He  seems  in  this  play  to  have  opened  his 
career  by  a  politico-social  criticism,  the  contrast  of  the  old 
simple  conservative  education  with  that  of  the  sophist  teachers, 
which  was  then  becoming  fashionable.  In  the  following  year 
appeared  his  Babylonians,  hi  which  he  turned  his  satire  against 
the  magistracies,  both  those  elected  by  ballot  and  by  vote,  as 
well  as  also  against  Cleon — and  this  at  the  great  Dionysia, 
when  crowds  of  embassies  which  had  come  with  tribute  from 
the  subject  cities  were  in  the  theatre.  For  this  he  was  accused 
and  prosecuted  by  Cleon,  and  he  alludes  to  it  in  his  next 
year's  play,  the  Acharnians,1  the  first  of  those  now  extant,  which 
was  produced  (01.  88,  3)  at  the  Lcncea,  or  country  Dionysia, 
where  no  strangers  were  present. 

§  262.  The  play  attained  the  first  prize,  but  was  brought 
out  under  the  name  of  Callistratus,  who  had  been  the  producer 
of  both  the  earlier  plays.  In  the  Acharnians  the  poet  already 
stands  before  us  in  his  full  strength,  his  graceful  and  refined 
diction,  his  coarse  and  pungent  wit,  his  contempt  of  plots,  his 
mastery  of  character  and  of  dialogue.  It  is  a  bold  attempt 
to  support  the  aristocratical  peace  party  against  the  intrigues 
and  intimidations  of  the  democratic  war  party,  who  according 
to  the  poet  concealed  selfish  ends  and  personal  aggrandise- 
ment under  the  cloak  of  patriotism.  The  leading  character, 
Dicoeopolis,  around  whom  all  the  scenes  are  grouped,  is  the 
honest  country  farmer,  who  is  weary  of  serving  in  discomfort  on 

1  vv.  377,  502,  630,  sq. 
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garrison  duty,  and  paying  high  for  the  fare  afforded  him  with- 
out stint  by  his  farm.  He  comes  to  the  agora  determined  to 
howl  down  anyone  who  proposes  any  subject  for  debate  save 
that  of  peace.  The  idleness  and  delays  of  the  assembly,  the 
humbug  of  embassies  to  the  great  king,  and  of  strange  ambas- 
sadors, are  paraded  on  the  stage,  and  at  last  Dicseopolis  in  disgust 
determines  to  make  a  private  peace  with  the  Lacedaemonians. 
The  solemn  and  yet  licentious  celebration  of  peace  with  his 
family  is  then  performed.  But  the  chorus  of  Acharnians,  the 
violent  war  party,  whose  lands  have  been  laid  waste,  and  who 
will  not  hear  of  peace,  attacks  him,  and  it  is  only  by  securing 
one  of  their  coal-baskets  as  hostage  that  he  escapes  their  rage. 
He  then  proposes  to  defend  his  cause,  and  the  cause  of  his 
peace,  with  his  head  upon  the  block,  and  for  this  purpose  goes 
to  beseech  Euripides  to  lend  him  a  miserable  and  suppliant 
garb  from  some  of  his  tragedies,  wherewith  to  move  the  pity  of 
his  audience.  The  scene  in  which  he  appeals  to  the  student 
poet,  and  gradually  reviews  all  the  heroes  of  misery  in  his 
tragedies,  is  one  of  great  power,  full  of  wit  and  parody,  and  in- 
tended as  a  vigorous  satire  of  the  new  school  rhetoric,  with 
which  the  plays  abound.  When  he  has  succeeded  in  partly 
persuading  his  judges,  the  malcontent  section  go  off  for  La- 
machusj  the  swashbuckler-general,  who  lives  by  wars  and  ex- 
peditions, and  there  is  a  good  deal  of  hard  hitting  in  exposing 
the  intrigues  of  place-hunters  and  the  neglect  of  honest  citi- 
zens. Then  follow  the  proceedings  at  Dica^opolis'  free  market, 
in  his  country-seat,  whither  a  starving  Megarian  brings  his 
daughters  for  sale — a  scene  of  no  little  pathos,  mingled  with 
some  obscenity.  There  comes  a  Boeotian  with  various  luxuries, 
which  Dicaeopolis  receives  in  exchange  for  a  troublesome  syco- 
phant, who  turns  up  to  protest  against  any  market  with  enemies. 
The  play  concludes  with  a  humorous  responsive  dialogue 
between  Lamachus,  who  laments  the  hardships  of  campaigning, 
and  is  presently  led  in  wounded,  and  Dica^opolis,  who  cele- 
brates the  pleasures  and  plenty  of  peace,  and  is  led  in  mellow 
with  wine,  and  exuberant  with  license. 

This  famous  piece,  which  is  an  excellent  specimen  of  the 

poet's  work,  and  even  touches  on  the  principal  subjects  which 
19* 
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occupy  all  his  life,  is  in  no  sense  a  comedy  with  a  plot,  or 
an  attempt  to  portray  nature  or  society.  It  is  rather  an  ex- 
travagant political  farce,  in  which  the  poet  gives  rein  to  his 
imagination,  strings  together  loosely  connected  scenes,  and 
introduces  the  impossible  and  the  imaginary  wherever  it  suits 
his  purpose.  Nevertheless,  there  is  always  a  political  or  social 
object  kept  in  view,  nor  are  the  faults  and  failings  of  any 
class  spared.  We  are  not  surprised  that  it  was  placed  first 
even  against  the  competition  of  Cratinus  and  Eupolis.  The 
text  is  pure  and  not  difficult,  and  the  Greek  scholia  are  par- 
ticularly good.  It  has  been  specially  edited,  among  others,  by 
Elmsley,  Mitchell,  Blaydes,  W.  C.  Green,  and  W.  Ribbeck 
(Leipzig,   1864).     I  will  speak  of  translations  separately. 

§  263.  The  Knights  ('iTTTrj/e)  appeared  the  very  next  year 
(424).  We  know  in  fact  seven  plays  produced  by  the  poet  in 
seven  successive  years,  the  last  four  of  which  are  extant,  and 
each  of  them  may  fairly  be  called  a  masterpiece.  But  this 
extraordinary  rate  of  production,  which  in  a  poorer  epoch  would 
have  been  well-nigh  impossible,  was  not  by  any  means  a  very 
rapid  rate  of  composing  for  an  Attic  poet,  who  seems  to  have 
thrown  off  piece  after  piece  with  the  same  rapidity  that  Moliere 
produced  his  immortal  plays.  Nor  were  the  comic  poets  at 
all  so  prolific  as  their  tragic  brethren,  who  could  produce  four 
plays  every  year.  Possibly  the  assistance  of  Callistratus  in 
working  up  the  stage  representation  aided  the  poet  materially, 
by  leaving  him  free  for  composition.  The  Knights  were  pro- 
duced in  the  poet's  own  name,  but  he  was  assisted  by  Eupolis, 
to  whom  the  scholiasts  attribute  part  of  the  second  parabasis.1 
The  play  is  more  serious  and  bitter  than  the  Acharnians,  and 
critical  scholars  think  they  perceive  in  it  greater  finish  of  style 
and  richness  of  diction.  Nevertheless,  even  the  greater  strict- 
ness of  plot,  which  must  be  admitted,  does  not  atone  for  the 
monotony  of  the  dialogue  in  which  Cleon  is  out-Cleoned  by 
his  rival  the  sausage-seller.  The  play  personifies  the  Athenian 
demos  as  an  easy-going,  dull-witted  old  man,  with  Nikias, 
Demosthenes,  and  Cleon  among  his  slaves,  among  whom  the 
latter  has  attained  a  tyrannical  ascendancy  by  alternate  bullying 

1  vv.  1290,  sq.  ;  cf.  above,  p.  430. 
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his  fellows  and  flattering  his  master.     By  the  advice  of  oracles, 
which  play  a  great  part  all  through  the  play,  and  which  imply 
an  earnest  faith  in  religion  among  the  Athenian  people  of  that 
day,  the  former  two  persuade  a  low  sausage-seller  (Agoracritus) 
to  undertake  the  task  of  supplanting  Cleon.     He  is  assisted  by 
the  chorus  of  Knights,  who  are  determined  enemies  of  Cleon, 
and  who  come  in  to  defend  their  friends,  and  attack  the  dema- 
gogue,  in  their  famous  parabasis.      The  greater  part   of  the 
remainder  is  occupied  with  the  brazen  attempts  of  both  dema- 
gogues to   out-bully  one  another,  and  to  devise  bribes  and 
promises  to  gain  Demos'  favour.     At  last  Agoracritus  prevails 
and  retires  with  Demos,  whom  he  presently  reproduces,  appa- 
rently by  eccyclema,    sitting  crowned,  and  in  his   right  mind, 
heartily  ashamed  of  his  former   follies.      Agoracritus,  who  in 
this  scene  appears  as  changed  in  character  as  his  master,  advises 
him  most  sincerely  concerning  his  politics  and  his  duties  to 
the  subjects.      The  ideal  of  Aristophanes  is  the  usual  one  of 
bigoted  conservatives — a  return  to  the  good  old  days  at  Athens, 
to  those  of  Marathon,  and  to  the  policy  of  Aristeides.     Such 
dreams  are  hardly  less  foolish  than  those  of  socialists  and  com- 
munists as  to  the  future  of  human  society.     The  parabasis  of 
the  Knights  is  the  most  precious  document  we  have  on  the 
history  of  the  comic  drama,  and  I  therefore  quote  it  without 
apology.1 

1  vv.  507-550: 

6t  fxdv  tls  av7]p  twv  apxo-iaiv  Kui/J.wfJofiiZaffKaKos  71/j.as 
Tivdyna^ev  Ae£ovTas  t^rr;  trpbs  to  QiaTpov  irapafiTii'ai, 
ova  av  (pavAws  trvx^v  tovtov  •      vvv  5'  a£i6s  iaff  6  noir}TT)s 
'6ti  tovs  avToiis  rjfxTv  fjuau,  toAjxo.  t€  Aeyeiv  ri  Siicaia, 
Kal  yevvaicus  Trpbs  rbv  Tvcpu  x01?*1  Ka^  TV  tpiwArjv. 
&  5e  tiav/ia^LV  vjxSiv  (pri<Tu>  iroAAovs  avTai  ■Kpoai6vTas, 
Kal  jZacravi^ziv,  is  ovxl  waAai  xopbf  alroir]  Kav°  kavr6v, 
rnxas  iip.lv  ineAeve  <ppdo~ai  rrepl  tovtov.      (prjal  yap  avrjp 
oi>x  ^  avoias  tovto  iteirovdws  SiaTpi/3(tu,  aAAd  vopifav 
KccucvSoStSacTKaAiav  elvat  x<2Ae7roJTaTOj'  ipyov  airavTiav  ' 
ttoAAwv  yap  Sr]  irapaadvToiv  avTijv  oAtyois  xaPLO~ao~Qal ' 
vfias  re  iraAai  SiayiyvdaKoov  iireTelovs  tijv  cpvatv  uvtcls, 
Kai  tovs  irpoTepovs  twv  Troir]Twv  d/xa  tw  yripa  irpooi56vTas' 
tovto  pev  elSws  airade  Mdyvrjs  dfxa  Ta'is  -koAlols  KaTtovaair, 
os  TrAucTTa  x°P*v  T^'/  dvTnrdAuv  viKf]s  eaTriae  Tpoirala  ■ 
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The  newest  special  editions  are  by  Velsen  (1869) ;  Born,  with 
a  German  version;  W.  Ribbeck  (1867) ;  Th.  Kock  (in  Haupt  and 
Sauppe's  series)  ;  and  by  Mr.  Green  in  the  Cambridge  Catena. 

§  264.  In  the  very  next  year  (01.  89,  1,  or  423  b.c)  Philonides 
brought  out  for  the  now  famous  poet  his  Clouds — an  arrange- 
ment, as  I  have  already  suggested,  merely  intended  to  save 
him  the  labour  of  the  stage  practising.  The  play  is  certainly 
iar  superior  to  the  Knights,  yet  nevertheless  was  defeated 
not  only  by  the  brilliant  Wine-flask  of  old  Cratinus,  but  by  the 
Connus  of  Ameipsias,  a  little  known  poet.  The  extant  play  is 
a  second  edition,  modified,  we  know  not  how  much,  from  the 
unsuccessful  original.  One  of  the  Greek  arguments  (No.  vi.) 
mentions  as  altered  the  parabasis,  in  which  the  poet  lectures 

irdcras  8'  vluv    <pwvds  iels  Kal  xpaAAcov  Kal  irrepvyifav 

Kal  Avdifav  Kal  \privl£cov  Kal  {SairrSLievos  Parpax^ois 

ovk  e^ripKeaev,  aAAa  reAevrwv  errl  ■/■fipccs,  ov  yap  e<p'  5jj3rjy, 

e'|e/3A7J#T7  irpecr^vrrjs  &v,  on  rod  aKwirrew  direAel<p6r). 

elra  Kparivov  Lcefj.vr]ixevos,  ts  iroAAiS  pevrras  iror'  eiraivq) 

Sta  rwv  dipeAwv  ireSlcov  eppei,  ical  rijs  (Trounces  irapaavpcov 

ecpSpei  ras  b~pvs  Kal  ras  irAardvovs  Kal  robs  ex^P°^s  ^poOeAv/xvovs' 

affai  8'  ovk  i\v  ev  ^vLiiroaico  irAi^v,  Acopo?  avKOireStAe, 

Kai,  reKroves  eviraAdfxwv  vlwwv  ■    ovrcos  tfvQijffev  £k(?vos. 

vvvl  8'  vLiels  avrbv  opcovres  TrapaAr/povvr'  ovk  eAeelre, 

eKirnrrovawv  rcov  7]AeKrpccv,  Kal  tov  t6vov  ovk  er   iv6vros, 

rcov  ff  ap/xovioov  diaxaffKOvacov  '    aAAa  yepcov  c%v  trepieppei, 

wtrirep  Kovvus,  ffrecpavov  iCev  ex00"  avov,  Siipr)  8'  diroAccAci s, 

%v  XPVV  Sia  ras  irporepas  v'ueas  iriveiv  ev  rep  irpvraveicp. 

Kal  fii]  Arjpelv,  aAAa.  QeucrQai  Atirapbv  irapd  rip  Aiovvacp. 

o'ias  8e  Kpdrris  opyas  vucvv  i]veo~xeTO  Ka^  crrvcpeAiy/xovs  ' 

t>s  dirb  fffiiKpas  Sairavijs  v/xds  dptffrifav  ct.irdireLi.irev, 

dirb  Kpaicfiordrov  crrd/xaros  fidrrcov  dareiordras  eirivoias  ' 

Xoiitos  iievroi  ll6vos  dvrrjpKei,  Tore  fxev  iriirrcov,  Tore  8'  oii^f. 

ravr1  oppcoSwv  dierpifiev  del,  Kal  irpbs  ruvroiciv  e<pao~Kev 

eperijv  XPVV&L  rrpSira  yeveadai,  irplv  irr]5aAiois  eirixeipe'iv, 

kot   evrevQev  vpcpparevaai  Kal  robs  dve/xovs  Stadpijaai., 

Kara  Kvfiepvuv  avrbv  eavrcp.      rovrcov  ovv  ovveKa  irdvrcov, 

'6ri  aaxppovLKcis  kovk  avowries  eo~irT)b'i)0~as  ecpAvapet, 

tupeaQ'  avrcp  iroAv  rb  p60iov,  irapairepstyar  e<p'  evSeKa  Kccirais 

66pv/3ov  xpyffT0V  Arjvairrjv, 

'iv  6  iroirirrjs  dirty  x<x'-P'xlV> 

Kara  vovv  irpd(,as, 

cbaibpbs  Adfxirovri  Lierc&ircp. 
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the  audience  on  their  want  of  taste  in  refusing  him  the  prize,  the 
dialogue  of  the  two  Xoyoi,  and  the  conclusion  of  the  piece.  But 
the  work,  as  we  have  it,  seems  imperfectly  recast,  and  was  not 
again  brought  on  the  stage  by  the  poet.  If  so,  it  is  a  curious 
evidence  for  the  existence  of  a  reading  public  apart  from  the 
theatrical  audience  at  Athens. 

The  play  opens  with  a  night-scene,  in  which  the  principal 
actor,  Strepsiades  (Turn-coat),  tells  of  his  miseries,  his  expen- 
sive Alcmseonid  wife,  and  his  spendthrift  son  Pheidippides,  whose 
very  name  is  a  compromise  between  country  saving  and  city, 
luxury.  Even  the  slaves  have  become  insolent  in  these  war 
times,  and  the  old  gentleman  cannot  sleep  with  thinking  of  his; 
debts  and  his  son's  extravagant  habits.  The  only  safety  he  can 
devise  is  to  send  his  son  to  the  Phrontistery  (Thinking-shop) 
of  Socrates,  who  assumes  the  character  in  this  play  of  the 
vulgar  sophist,  and  will  train  any  young  man  to  win  his  cause, 
however  unjust,  by  subtle  rhetoric.  But  when  the  fashionable 
horsy  young  man  refuses,  the  old  gentleman  presents  himself 
instead  at  the  door  of  the  Phrontistery,  and  finds  the  sage 
swinging  in  a  basket  aloft  observing  the  sun  and  sether.  A 
disciple  further  informs  the  astonished  Strepsiades  of  various 
wonders  in  the  school,  and  groups  of  pale  students  are  seen 
wrapped  in  mysterious  meditations.  Socrates,  who  poses  as  a 
physical  philosopher  and  a  freethinker,  promises  to  transform. 
Strepsiades  into  an  accomplished  sophist.  He  calls  down  his 
new  divinities,  the  Clouds,  who  rule  the  world  under  Vortex 
(Ali'oc,  Mr.  Browning's  Whirligig),  the  supplanter  of  Zeus. 
The  choral  odes  of  these  Clouds  are  extremely  beautiful,  and 
reveal  a  lyric  power  in  Aristophanes  which  is  not  found  in 
the  earlier  plays.  But  with  the  license  of  comedy  they  not 
only  pass  into  the  poet's  person  in  the  parabasis,  they  even  at 
the  end  assume  the  character  of  the  '  lying  spirits '  in  the  Old 
Testament,  and  declare  that  they  are  meant  to  mislead  into 
condign  punishment  such  as  profanely  disbelieve  in  the  national 
faith. 

Accordingly  on  their  entrance  they  join  Socrates  in  emanci- 
pating Strepsiades  from  the  religion  of  hisN  fathers.  But  in 
other  respects  he  is  found  an  inept  and  stupid  pupil.     The 
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parabasis  is  again  of  the  utmost  independent  value,  owing  to  . 
its  personal  character,  and  the  sketch  which  Aristophanes  gives  , 
of  his  aims  in  writing  comedy.1     It  is  delivered  while  Socrates 
and  his  pupil  are  within  at  their  lessons.     When  they  return  to  ' 
the  stage,  Strepsiades  is  put  through  a  long  exercise  in  grantir 
matical  points,  but  breaks  down  through  want  of  memory  and ' 
quickness,  and  is  advised  by  the  Clouds  to  bring  his  son  to 
the  Phrontistery  instead.     The  son  objects,  but  is  ultimately 
persuaded,  though  reluctantly,  to  enter  the  school.     Here  a 
choral  ode  is  missing,  after  which  follows  the  famous  dialogue 
of  the  Just  and  Unjust  arguments,  in  which  the  poet  paints 
with  enthusiasm  the  old  education,  and  the  splendour  of  old . 
Attic  life  in  purity  and  in  beauty.2     But  the  unjust  advocate  of,' 
the  new,  immoral,  intellectual  education  wins  the  battle,  and 
obtains  the  control  of  the  pupil  in  consequence.   Strepsiades- 
at  once  assumes  airs  of  great  impertinence  to  his  creditors,- 
trusting  to  his  son's  future  subtleties ;  but  the  first  result  is  a 
quarrel  between  father  and  son  as  to  an  after-dinner  song,  when, 
the  son  beats   his  father  and  justifies  the  act  with  his  newly 
acquired  sophistry.     This  suddenly  opens  the  old  Turncoat's, 
eyes  ;  he  deplores  his  folly,  and  is  severely  reprimanded  by  the 
now  serious  and  orthodox  Clouds  for  his  blindness  and  immo-. 
rality.     He  ends  the  play  by  taking  vengeance  on  Socrates,  and 
setting  the  Phrontistery  on  fire.     Such  is  the  general  outline  of 
this  remarkable  piece.      But  it  is  also  full  of  minor  traits  of 
great  interest,  and  these  are  the  special  features  which  make 
both  the  dialogue  and  the  odes  as  interesting  as  anything  now 
extant  of  Greek  comedy. 

§  265.  Some  of  the  questions  raised  about  the  Clouds  are 
not  easily  answered.  But  I  think  the  scholiasts,  as  well  as  their 
modern  followers,  have  expressed  far  too  much  surprise  at  its 
failure.  We  do  not  know  how  far  the  original  piece  was  in- 
ferior to  the  extant  recension,  and  must  merely  note  this  possi- 
bility as  an  element  in  the  problem.  But  if  we  consider  that 
Aristophanes  had  been  declared  victor  for  at  least  two  pre- 
ceding years,  we  can  in  the  first  place  imagine  a  widespread 
jealousy  of  the  new  favourite,  and  an  idea  that  Attic  comedy 

1  Cf.  especially  vv.  518-62.  2  Cf.  vv.  961,  sq.,  1000,  sq.,  &c. 
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would  suffer  if  all  the  first  prizes  were  adjudged  to  one  poet 
Added  to  this  feeling,    and  to  the   love   of  variety  common 
to  every  public,  and  very   prominent  in  the  Athenians,  there 
was  this  remarkable  coincidence,  that  old  Cratinus,  the  greatest 
master  of  his  day,  who  had  retired  into  private  life,  suddenly 
flashed  out  in  his  old  vigour  this  year  with  the  famous  Wine- 
flask,  a  play  not  only  of  great  general  excellence,  but  full  of 
personal   confessions,  and  perhaps  regrets,  which   must   have 
keenly  excited  the  sympathy  of  a    somewhat  capricious,  but 
easily  repentant  public.     It  is  likely  that  the  enthusiasm  ex- 
cited by  the  Uvrirr]  would  have  given  it  the  victory  over  any 
play  opposed  to  it.     It  is  more  difficult  to  say  why  the  Cofinus 
of  Ameipsias  was  also  preferred,  as   we  know  very  little  of 
either  the  poet  or  the  piece  ;  but  one  fact  is  very  significant. 
Socrates  and  a  chorus  of  Thinkers  (typovTiaTai)  appeared  in  it, 
and  there  is  a  fragment  extant  which  describes  the  sage  as 
dressed  in  poor  and  ragged  dress,  but  nevertheless  above  con- 
descending to  meanness  and  flattery.1     If,  then,  Socrates  was 
a  leading  character  in  the  play,  which  was  called  after  a  cele- 
brated flute-player,  who  was  his  master,  Aristophanes  was  de- 
feated on  his  own  subject  by  Ameipsias.     This  makes  it  less 
likely  that  any  injustice  was  done  by  the  judges.     For  while 
granting  all  the  formal  excellence  of  the  play,  there  can  be  no  , 
doubt  that  the  drawing  of  Socrates  in  the  Clouds  is  completely  \ 
unhistorical.     The  caricature  is,  indeed,  so  broad  that  we  must ' 
acquit  the  poet  of  any  hostile  intention,  and  assume  that  he  \ 
merely  chose  this  well-known  name  to  hang  upon  it  all  the  • 
eccentricities  and  immoralities  which  he  desired  to  reprehend  ; 
in  the  new  school  of  rhetoric  and  of  education.     Plato's  Sym- 
posium, which  introduces  the  philosopher  and  the  poet  as  boon 
companions,  corroborates  this  view.     The  physical  speculations 
of  Socrates  were  an  early  and  unimportant  part  of  his  thinking; 
he  was  no  mountebank,  no  swindler,  no  rhetorician  in  the  sense 
of  the  other  sophists.     Yet  all  these  qualities  are  ascribed  to 
him  in  the  Clouds.     It  is,  indeed,  true  that  the  poet  saw  with 
deeper  insight  than  his  public  that  the  Socratic  teaching  was 
in  real  substance  negative  and  sceptical,  and  might  easily  be 

1  Meineke,  ii.  p.  703. 
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distorted  into  vicious  word-splitting  and  idle  chicanery.  But 
the  Athenian  public,  on  the  other  hand,  felt  rightly  that  the 
personality  of  the  man  was  honest  and  noble,  and  it  is  not  im- 
possible that  his  bravery  at  the  battle  of  Delium,  not  a  year 
earlier,  helped  to  disgust  them  with  the  caricature,  and  reject 
the  clever  but  deeply  unjust  caricature  of  Aristophanes.  It  is 
also  likely  that  a  very  large  part  of  the  audience  took  no  interest 
in  the  physical  speculations  of  Anaxagoras  and  Euripides,  and 
were  somewhat  bored  by  the  prominence  given  to  barren 
subtleties.  To  such  people  the  ridicule  of  Cleon  and  his  dis- 
honesty would  come  home  at  once,  for  every  Athenian  was 
more  or  less  a  politician;  accordingly  the  Knights  would  com- 
mand far  more  public  interest  than  the  Ootids  at  Athens,  as  the 
Happy  Land,  which  ridiculed  Mr.  Gladstone's  Cabinet,  would 
command  it  in  England,  far  more  than  any  unjust  caricature 
of  Mr.  Darwin  and  his  philosophy.  There  are  many  special 
editions  and  translations  of  this  play.  I  may  specify  those  of 
F.  A.  Wolf  (1S11),  Welcker  (1810),  Teuffel  (ed.  3,  Leipzig, 
1868),  Bothe,  and  Green.  The  last  is  that  of  Th.  Kock  (2nd 
ed.  in  Haupt  and  Sauppe's  series).  It  is  discussed  in  all  the 
histories  of  Greek  Sophistic,  in  connection  with  Socrates. 

§  266.  We  pass  to  the  comedy  of  the  following  year,  the 
Wasps  {Hornets  ?).  There  is  some  confusion  in  the  Greek  argu- 
ment of  the  play,  which  states  that  it  was  brought  out  by 
Philonides,  and  obtained  second  prize,  but  that  the  first  prize 
was  obtained  by  the  Rehearsal (irpoayav),  also  brought  out  by 
Philonides,  and  also  written  by  Aristophanes. l    This  producing 

1  Mr.  Rogers,  in  his  careful  and  shrewd  preface  to  his  edition,  proposes 
o  emend  the  corrupt  scholium  differently,  and  reads  it  to  this  effect :  that  the 
play  came  out  in  the  second  year  of  the  89th  Ol.,  under  Aristophanes'  own 
name,  and  was  first.  The  irpoaywv  (which  ridiculed  Euripides)  was  brought 
out  by  Philonides,  and  was  second,  Leucon  with  the  Ambassadors  third. 
This  correction  seems  to  me  more  probable  than  the  others  proposed.  Mr. 
Rogers'  refutation  of  the  usual  view  of  the  play,  as  a  satire  upon  the  Athe- 
nian jury  system,  is  also  perfectly  sound.  He  shows  some  inconsistencies 
in  the  plot,  which  point  to  haste  or  change  of  mind  in  the  composition. 
Thus  the  chorus  on  entering  speak  of  their  comrade  as  suddenly  and  un- 
expectedly absent,  whereas  the  opening  scene  represents  him  as  long  con- 
fined and  prohibited  from  attending  the  courts. 
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of  two  plays  by  the  same  author  in  the  same  year  seems  very 
strange,  in  the  face  of  the  competition  of  many  poets  to  obtain 
a  chorus,  and  it  is  likely  that  the  passage  has  been  so  corrupted 
that  the  real  sense  is  lost.  The  play  is  not  so  brilliant  as  the 
Clouds,  and  is  intended  to  ridicule  the  simplicity  of  the  body  of 
poorer  Athenian  citizens,  who  spent  their  life  sitting  in  judgment 
upon  all  the  affairs  of  the  empire,  and  receiving  their  three  obols 
daily  by  way  of  support.  They  imagined  themselves  the  rulers 
of  the  empire,  whereas  they  were  really  the  tools  of  dema- 
gogues and  of  rhetoricians  who  pocketed  the  real  profits. 
Though  the  principal  characters  are  called  Philo-cleon  and 
Bdely-cleon,  no  living  personage  is  introduced,  and  the  play  is 
remarkable  as  the  earliest  we  have  which  deals  wholly  in 
imaginary  circumstances.  The  old  dicast,  who  has  gone  mad 
with  love  of  sitting  on  juries,  is  confined  by  his  sensible  son 
with  the  aid  of  slaves  ;  and  here  we  find,  perhaps,  the  only  case 
in  which  Aristophanes  represents  the  younger  generation  as 
having  more  sense  than  the  old.  But  he  probably  merely 
intends  to  intimate  a  very  general  Greek  feeling,  that  old  age, 
instead  of  being  venerable  and  excessively  wise,  is  really  feeble 
and  prejudiced.  The  Homeric  attempt  of  the  old  man  to 
escape,  like  Odysseus  from  the  cave,  is  very  comic.  His 
friends,  the  chorus  of  Wasps,  come  to  his  aid,  but  are  driven  off 
by  Bdelycleon,  and  compelled  to  listen  passively  to  an  argu- 
ment between  father  and  son,  in  which  the  former  boasts  all  the 
nominal  grandeur  of  the  sovereign  Athenian  people  sitting  in 
judgment,  while  the  latter  shows  the  hollowness  and  vanity  of 
their  pretensions.  Ultimately  the  old  man  is  appeased  by  a 
mock  trial  of  a  dog  for  stealing  cheese,  which  is  got  up  for  him 
at  home.  The  attempt  at  humanising  the  old  dicast,  and  bring- 
ing him  back  into  the  ways  of  society,  is,  however,  too  sudden. 
Though  he  shows  much  quickness  of  political  repartee  in  the 
skolia  which  his  son  proposes,  he  is  rude  and  unmannerly,  and 
his  behaviour  to  his  associates  shows  the  license  of  a  sudden 
emancipation  from  the  trammels  of  self-imposed  political  duties. 
The  latter  part  of  the  play  gives  us  much  insight  into  the 
nature  of  social  intercourse  at  Athens.  The  subject  was  imi- 
tated by  Racine  in  his  solitary  comedy,  Les  Plaideurs,  which  is 
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a  melancholy  contrast  to  its  original  as  to  freshness  and  humour. 
There  are  excellent  editions  by  Mitchell,  Hirschig  (with  special 
collations  by  Bekker  and  Cobet,  Leiden,  1847),  Julius  Riti-ter, 
with  Latin  notes  (Berlin,  1858),  and  by  Mr.  Rogers,  with  a 
metrical  translation.  Many  of  the  political  allusions  have  been 
fully  discussed  by  Muller-Strubing  in  his  Aristophanes  und  die 
historische  Kritik. 

§  267.  In  the  following  year  (01.  89,  3)  Aristophanes 
brought  out  the  first  edition  of  the  Peace,  when  Eupolis  gained 
the  first  prize  with  his  Flatterers,  and  Leucon  the  third  with  his 
Clansmen.  The  Peace  seems  to  have  been  rehandled  by  the 
poet,  but  there  are  not  in  our  text  (though  there  are  in  the 
scholia)  signs  of  a  recension.  The  object  of  the  play  is  to 
recommend  the  then  expected  peace  of  Nikias,  as  both  Brasidas 
and  Cleon  had  lately  been  killed,  and  thus  the  war  party  at 
both  Athens  and  Sparta  was  sensibly  weakened.  It  was  acted  at 
the  great  spring  festival,  when  the  deputies  of  the  allies  with 
their  tribute  were  present,  as  appears  from  many  allusions. 
The  scene  is  partly  laid  in  heaven,  evidently  on  the  upper  story 
above  the  stage,  whither  Trygaeos  (the  Vintager),  an  elderly 
citizen,  flies  up  on  a  dung-beetle  to  bring  down  the  goddess 
Peace,  who  has  been  immured  by  War,  while  the  gods  in 
disgust  have  gone  away,  leaving  War  to  do  as  he  chose. 
Hermes,  an  insolent  but  servile  doorkeeper,  is  the  only  god 
who  appears.  Two  slaves  who  are  fattening  Trygaeos'  beetle 
open  the  piece  with  a  dialogue  which  passes  into  the  prologue, 
as  was  often  the  case  in  Aristophanes'  plays.  When  Peace  is 
brought  down  again  to  earth,  and  upon  the  stage,  the  prepara- 
tions for  her  marriage  with  Trygoeos  occupy  the  rest  of  the 
play,  of  which  the  action  halts  after  the  first  800  lines,  but  the 
dialogue  is  all  through  very  witty  and  full  of  clever  parodies. 
On  the  whole  the  play  is  more  brilliant  and  imaginative  than  the 
Wasps,  but  too  much  flavoured  with  that  obscenity,  which, 
however  comical,  disfigures  several  of  the  poet's  later  works, 
and  which  he  himself  deprecates  in  earlier  plays.  Some  pas- 
sages in  the  Parabasis  and  elsewhere  are  copied  from  older 
productions,  and  yet  we  cannot  but  wonder  at  the  fertility  of 
the  poet's  treatment  of  the  same  subject  which  he  had  handled 
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in  the  Acharnians,  with  such  completely  different  scenery  and 
arrangement.  It  seems  as  if  the  phantastic  element  had  become 
much  more  prominent  in  him  about  this  period  of  his  life. 
The  best  special  editions  of  this,  as  of  the  last  play,  are  by 
Julius  Richter  (Berlin,  i860)  and  Mr.  Rogers. 

§  26S.  There  is  now,  in  our  extant  remains,  a  gap  of  seven 
years  before  the  date  of  the  next  play,  the  Birds.  This  accident 
suggests  to  critics  a  distinction  between  the  poet's  earlier  and 
later  style,  which  is  hardly  warranted  by  the  plays  themselves. 
The  Peace  seems  to  me  to  possess  all  his  later  characteristics  in 
full  development,  and  is  nevertheless  brought  out  in  close  con- 
nection with  his  older,  more  serious,  and  more  political  plays. 
The  temperate  allusion  to  Cleon  shortly  after  his  death '  is  a 
curious  contrast  to  the  attack  on  Euripides  in  the  Frogs  under 
the  same  circumstances.  Here  there  is  a  sort  of  de-mortuis- 
nil-nisi-bonum  feeling  implied.  The  Birds  came  out  in  the 
spring  of  414  e.g.,  in  the  year  following  the  sending  out  of  the 
Sicilian  expedition,  the  panic  about  the  Hermae,  and  the  recall 
and  banishment  of  Alcibiades.  The  law  of  Syracosius  limiting 
the  freedom  of  lampooning  in  comedy  was  doubtless  connected 
with  the  public  excitement  of  the  time,  when  the  jibe  of  a 
comedian  might  bring  upon  any  man  suspicion,  prosecution, 
and  exile.  It  is  doubtless  to  these  circumstances  that  we  may 
ascribe  the  political  vagueness  of  this  piece,  which  is  a  general 
satire  upon  the  vain  hopes  and  wild  expectations  of  young 
Athens,  and  ridicules  their  ideal  empire  in  the  western  Medi- 
terranean, which  contrasted  so  strongly  with  the  poet's  conser- 
vative notions  about  old  Attic  purity,  dignity,  and  simplicity. 
We  may  now  declare  that  this  retrograde  ideal  of  the  old  party 
was  not  less  impossible  than  the  Cloudcuckooioiun  of  the  ad- 
vanced thinkers,  and  even  in  the  Middle  Comedy  there  were  not 
wanting  parodies  of  the  ancient  heroic  simplicity  analogous  to 
this  in  the  Birds.  Nevertheless,  to  us  the  comedy  is  profoundly 
interesting  as  a  piece  of  brilliant  imagination,  with  less  political 
rancour,  and  less  obscenity  than  most  of  the  author's  work,  and 
justly  accounted  one  of  the  best,  if  not  the  best,  of  his  extant 
plays. 

1  w.  646,  sq. 
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The  play  was  brought  out  by  Callistratus,  and  obtained 
second  prize,  Ameipsias  being  first  with  his  Revellers,  Phryni- 
cus\third  with  his  Monotropos.  It  opens  with  a  dialogue  between 
two  Athenian  typical  characters,  Persuader  (Ueidfraipoc)  and 
Hopeful  (EveXttIcijs),  who  are  disgusted  with  litigious  Athens, 
and  are  wandering,  conducted  by  a  crow  and  jackdaw,  and 
attended  by  two  slaves,  in  search  of  the  avified  Tereus,  now  a 
hoopoe,  who  will  show  them  a  quiet  city  where  they  may  live 
without  law.  This  is  told  us,  as  usual,  by  one  of  the  characters 
in  the  first  dialogue.  It  is  remarkable  that  these,  like  almost 
all  Aristophanes'  leading  characters,  are  not  young,  but  elderly 
men.  They  find  the  hoopoe,  who  calls  out  his  wife,  the 
nightingale,1  and  these  summon  all  the  birds  to  council.  No 
sooner  has  Persuader  asked  a  few  questions  about  the  life 
of  the  birds,  than  he  conceives  and  propounds  a  scheme  to 
the  hoopoe  of  settling  all  the  birds  into  a  great  polity,  and 
shutting  off  by  means  of  it  the  ways  from  earth  to  heaven,  so 
that  the  gods,  being  starved  out  by  want  of  offerings,  shall 
come  to  terms,  and  resign  the  sovereignty  of  the  world  to  the 
birds.  This  scheme  is  accordingly  carried  out,  the  city  is 
established  and  there  are  very  comic  scenes,  when  all  sorts  of 
worthless  sycophants,  mountebank  priests,  and  windy  poet.i 

1  The  beautiful  invocation  to  the  nightingale  is  worth  quoting    (vv 

209-24) : 

&ye  avvvojxs  fxoi,  iraDtrai  /Uej/  virvov, 

Avcov  Se  v6/j.ovs  UpQv  vfxvoiv, 

o'iis  Sia  6elov  (TTO^aTOs  6pt}veis, 

rov  i/xbv  Kal  aov  wo\v8aKpw  "Itvv 

(AeAi^o/xevr)  StepoTs  /xiXeaiv 

yevvos  £ov6rjs  ■ 

Kadapa  x^P^  ^'™  <j)vAAok6/hov 

/xiAa/cos  ?'jxd>  irpbs  Aibs  eSpas, 

'if'   6  XpV<TOK6pa.S  <f>0?/8os    CLKOVUV. 

rols  o~o~is  eAeyois  avri^aWwv 

iAecpavTSSerov  (pipfiiyya,  Qzwv 

'tcrrriffi  x°P°vs  ' 

81a  8'  adaudraiv  ffTo/j.d.TCi>i>  XWP€* 

£v/j.<pccvos  ojxov 

deia  fxa.Ka.pwv  oAoAvyf}. 

(ouAeT.) 
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come  to  Persuader  to  get  wings  and  live  among  the  birds. 
Iris  is  caught  flying  through  the  city  on  an  errand  from  Zeus 
to  order  men  to  sacrifice,  as  the  gods  are  starving.  She  is 
sent  back,  and  meanwhile  a  herald  comes  up  from  the  earth  to 
say  that  the  mortals  have  consented  to  submit  to  the  Birds' 
sovereignty.  Presently  Poseidon,  Heracles,  and  Triballus — a 
barbarian  god,  who  does  not  know  how  to  put  on  his  cloak — 
come  as  an  embassy  from  the  gods.  But  Heracles,  who  is  very 
gluttonous,  and  moreover  hungry,  is  ready  to  accept  any  terms, 
when  he  finds  Persuader  cooking  a  rich  meal  to  which  he 
hopes  to  be  invited.  Triballus  is  unintelligible,  but  sides  with 
Heracles,  and  so  Poseidon  is  forced  to  comply  with  the  dis- 
graceful terms  of  submitting  to  the  Birds,  and  allowing  Basileia 
(Sovereignty)  to  be  brought  down  and  married  to  Persuader. 
The  play  ends,  as  the  Peace  does,  with  the  Hymeneal  song. 

It  is  full  of  the  richest  imagination  and  the  brightest  wit,  but 
it  is  idle  to  discuss  the  endeavours  of  modern  critics  to  pierce 
the  disguise  under  which  the  poet  may  have  ridiculed  definite 
persons.  As  a  general  satire  on  young  Athens  it  is  full  of 
point,  and  a  real  work  of  genius.  I  have  already  pointed  out 
(above,  p.  434)  the  careful  and  complete  structure  of  the  para- 
basis.  It  is  surprising  how  few  special  editions  of  this  play  have 
been  published  in  recent  times.  The  earlier  part  has  been  re- 
produced for  the  stage,  with  sundry  modifications,  by  Goethe  in 
1780,  and  the  whole  play  has  been  translated  by  the  poet 
Riickert.  There  is  a  handy  school  edition  by  Th.  Kock 
(Haupt  and  Sauppe's  series). 

§  269.  The  Lysistrata  appeared  in  411  B.C.,  after  the  Sici- 
lian disaster,  when  ten  Probouloi  had  been  appointed  to  manage 
the  city,  and  when  its  democracy  was  just  being  overthrown 
by  the  oligarchs  under  Peisander  and  Antiphon.  We  may 
take  for  granted  that  comic  license  was  forbidden.  The  Pei- 
sander mentioned  in  the  play  was  probably  therefore  not  the 
politician,  and  there  is  no  allusion  to  Antiphon.  Nevertheless, 
under  the  mask  of  obscene  ribaldry  there  is  no  play  of  Aristo- 
phanes more  seriously  in  earnest  about  the  affairs  of  the  state. 
His  usual  policy  is  enforced  by  representing  the  women  of 
all  Greece  determined  to  refuse  conjugal  rights  to  their  hus- 
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bands  until  peace  is  proclaimed,  and  at  the  same  time  seizing 
the  Acropolis  in  order  to  secure  the  treasure  of  the  Parthenon 
from  being  applied  to  war  purposes.  A  chorus  of  old  men  who 
come  to  attack  the  Propylsea  with  fire,  and  a  chorus  of  the 
elder  women  who  defend  it  with  water,  replace  with  their  re- 
sponsive odes  and  comic  abuse  the  usual  single  chorus.  There 
is  no  parabasis.  The  Spartan  woman,  Lampito,  who  is  remark- 
able not  only  for  her  splendid  physique,  but  for  her  character 
and  self-control,  speaks  throughout  in  her  own  dialect,  as  do 
the  Spartan  ambassadors  at  the  close  of  the  play,  and  they  thus 
afford  us  an  excellent  specimen  of  that  remarkable  Doric  which 
is  hardly  represented  in  any  extant  branch  of  Greek  literature. 
The  political  advice  comes  not  from  the  chorus,  but  from  the 
leading  character,  whose  typical  name,  Lysistrata,  indicates  hei 
policy.  She  recommends  forgetfulness  of  past  offences,  in  fact 
amnesty  and  a  coalition  of  interests  with  the  allies,  who  had 
been  hitherto  treated  as  mere  subjects.  There  is  no  vain  pic- 
turing of  past  happiness  or  future  glory,  but  rather  a  homely, 
anxious  review  of  the  situation,  with  a  determination  to  do  the 
best  in  a  frightful  crisis.1     The  spectacle  of  an  Athenian  public 

1  I  call  particular  attention  to  the  following  passage,  as  the  most  dis* 
tinctly  path  die  which  we  have  in  Aristophanes. 
vv.  588,  sq.  : 

IIPO.   ovkovv  Seivbv  ravrl  retinas  pafidl^av  Kal  ToXvKfveiv, 
CLLS  OvZi  [JL€T?]V  itavv  top  iro\(p.ov  ; 
AT.  Kal  fJ.T]v,  <5  TrayKardpaTe, 

irAuv  rie  SittAovv  avrbv  (pipo/Aey.      irpuTLaroi/  /j.4i>  ye 

TtKOvaat. 
KatarefJityaaai  TraiSas  6ir\iras. 
nPO.  aiya,  /at]  fi.vr)c~iKaK7ia-ys. 

AT.   tW  ?;i/iV  e'xp'ji'  tvcppai'QTivai  Kal  ttjj  ?;/3»;s  awuAaiffai, 
IJlovokoitovixzv  Sia  Tas  arpaTtds.      Kal  6i)/x4Tepov  ixlv 

iare, 
■nepl  rwv   Se   Kopwv  iv  to?s   6a\dfiois    yrjpaaKovauf 
aviuifxai. 
ITPO.   ovkovv  x&e5pes  yr/pdo'Kovo'iv  ; 
AT.  fxa  A",  aAA.'  ovk  (Jwas  '6/j.otoi: 

6  fj.iv   'iiKwv   yap,  Kav   7}    -no\i6s,   ra\v   iraTSa  Kdprjv 
ytyafxriKtv  ' 

ttjs    Se    ywaiKbi    /xiKpos    6    Katp6s,   Kap   tovtou  /uli) 

'■inAutiyrai, 
ovSels  *64\ti  yrjfj.ai  ravrriv,  orrevo/xevr]  St  /citfyrat. 
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coming  together  in  their  direst  misfortune,  to  hear  a  play  of 
which  the  very  argument  could  not  be  explicitly  stated  in 
modern  society,  and  of  which  the  details  fully  develop  the 
main  idea,  shows  us  a  great  gulf  between  Attic  and  modern 
culture.  .  I  will  only  observe  in  explanation  of  so  painful  a 
phenomenon  that  many  ceremonies  of  the  Greek  religion — 
nay  even  the  spiritual  mysteries  of  Demeter — admitted  obscene 
emblems  and  obscene  jokes  as  a  necessary  part  of  the  festival, 
and  this  element  was  as  prominent  in  the  feasts  of  women  as 
in  those  where  men  only  were  engaged.  Thus  the  naturalism 
of  Greek  polytheism,  as  contrasted  with  the  asceticism  of 
Christianity,  engendered  a  state  of  feeling,  even  in  the  most 
refined,  which  would  be  accounted  among  us  shocking  gross- 
ness.  The  indulgence,  therefore,  of  Athenians  in  such  amuse- 
ments as  the  Lysistraia,  though  under  all  circumstances  ob- 
jectionable, is  not  by  any  means  to  be  regarded  as  parallel 
to  a  similar  performance  in  modern  times. 

The  scene  being  laid  at  the  Propylsea  of  the  Acropolis  is  full 
of  local  allusions  to  the  surrounding  features,  which  have  been 
missed  by  most  commentators  owing  to  their  want  of  familiarity 
with  the  place.  Of  course  the  play  from  its  very  nature  has 
been  little  commented  on  in  special  editions.  There  is  a  text 
with  scholia  by  Enger  (Bonn,  1844)  cited  by  Bernhardy.  Mr. 
Rogers  has  done  all  that  can  be  done  to  bring  it  within  the 
range  of  modern  readers  in  his  excellent  version,  and  his  com- 
mentary on  selections  from  the  text. 

§  270.  From  the  following  year  (01.  92,  2)  we  have  the 
Thesmophoriazusce,  or  celebrators  of  the  Thesmophoria,  in 
which  the  poet  again  makes  the  female  sex  prominent,  but  is 
less  in  earnest  about  politics,  which  had  in  the  meantime 
taken  a  definite  turn,  and  permitted  no  interference.  This  play 
is  perhaps  the  most  comical  which  we  have,  and  might  be 
called  a  '  screaming  farce/  but  for  the  determined  attack  on  the 
morality  of  the  Athenian  women,  which  is  laid  by  Aristophanes 
wittily,  and  by  the  commentators  stupidly,  on  the  shoulders  of 
Euripides.  This  poet  appears  with  his  father-in-law  Mnesilo- 
chus  in  search  of  Agathon,  whose  effeminate  appearance  and 
style  will  enable  him  to  attend  the  Thesmophoria,  and  defend 
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Euripides  from  the  conspiracy  made  by  the  women  against 
him,  on  account  of  his  misoguny  and  his  pictures  of  female 
uassion.  Agathon  is  cleverly  parodied,  with  coarse  asides  from 
Mnesilochus,  who  is  the  stock  Athenian  of  the  poet.  But 
Agathon  refuses  the  dangerous  mission  among  the  women,  and 
Euripides  persuades  Mnesilochus,  with  the  aid  of  shaving  and 
of  Agathon's  borrowed  dress,  to  make  the  attempt.  At  a  very 
comic  assembly  speeches  are  made  against  Euripides,  but 
Mnesilochus  ruins  his  case  by  arguing  that  Euripides  had  far 
understated  the  vices  of  women.  This  leads  to  altercation, 
and  then  the  news  brought  by  the  effeminate  Cleisthenes,  that 
a  man  had  entered  the  women's  exclusive  gathering,  leads  to 
the  discovery  and  apprehension  of  Mnesilochus.  By  a  device 
akin  to  that  of  Dicaeopolis  in  the  Acharnians,  he  threatens  in 
his  peril  to  slay  a  child,  which  turns  out  to  be  a  wine  skin,  and 
he  is  at  last  put  under  the  charge  of  a  Scythian  policeman. 
The  devices  of  Euripides,  who  approaches  under  the  guise  of 
various  characters  from  his  plays,  especially  from  the  recent 
Helena  and  the  Andromeda,  and  is  answered  by  Mnesilochus, 
afford  scope  for  much  brilliant  parody.  At  length,  under  the 
garb  and  by  the  devices  of  a  procuress,  Euripides  entices  away 
the  Scythian,  and  extricates  his  friend. 

The  chorus,  though  prominent,  sings  no  proper  parabasis, 
nor  is.there  any  serious  address  to  the  audience.  All  the  play 
is  full  of  fun,  and  parody,  and  ribaldry.  The  attack  on  women 
is  a  fiercer  one  than  all  the  plays  of  Euripides  condensed  could 
furnish.  As  to  the  travesties  of  Agathon  and  of  Euripides,  they 
are  all  comic,  and  show,  I  think,  no  personal  hatred,  though 
many  hard  hits  are  dealt.  Plato  makes  Aristophanes  a  personal 
friend  of  Agathon,  and  the  allusion  to  him,  after  his  death, 
in  the  Frogs  corroborates  this.  But  the  Frogs  are  far  more 
severe  on  Euripides  than  this  play,  for  here  his  cleverness  only 
is  ridiculed,  and  his  plays  quoted  as  the  most  popular,  while  his 
attacks  on  the  weaker  sex  are  more  than  justified.  The  in- 
sinuations of  effeminacy  against  Agathon  are  quite  as  foul  as 
those  in  the  end  of  the  play  against  Euripides  for  deal- 
ing in  immorality.  There  are  editions  by  Thiersch,  F.  V. 
Fritzsche.  and  Enger.     Some  fragments  remain  of  a  second 


CH.  XXI. 


THE  FROGS.  457 


Thesmophoriazasce,  which  continued  the  plot  of  this  play,  and 
inveighed  chiefly,  according  to  our  fragments,  against  female 
luxury. 

§  271.  Passing  by  the  Plains,  as  our  version  of  it  was  pro- 
duced later  (it  was  first  played  in  01.  92,  4),  we  come  to  the 
Frogs,  certainly  the  most  interesting,  if  not  the  best  constructed 
of  all  Aristophanes'  extant  plays.  It  came  out  in  405  B.C.,  just 
before  the  battle  of  yEgospotami,  when  Athens  was  approach- 
ing the  crisis  of  her  history.  Phrynichus  and  Theramenes  are 
still  the  leading  men  of  the  state  ;  people  are  longing  for  Alci- 
biades,  but  afraid  to  recall  him.  It  is  at  such  a  moment  that 
this  wonderful  play  occupied  the  public  with  its  buffoonery,  and 
its  profound  literary  criticism.  It  obtained  first  prize  under 
Philonides'  direction,  and  defeated  (the  comic)  Phrynichus' 
Muses  and  Plato's  Clcophon.  Its  repetition  is  said  to  have  been 
ordered  owing  to  the  prudent  and  moderate  parabasis,  which  | 
recommends  amnesty  for  past  offences,  especially  in  the  affair  of 
the  Four  Hundred,  and  unity  among  all  the  citizens  to  avert  the 
ruin  of  the  state.1  This  political  advice  is  very  similar  in  tone 
to  that  in  the  Lysistrata.  The  plot  is  separated  into  two  parts  : 
first,  the  adventures  of  Dionysus  on  his  journey  to  Hades  in 
search  of  a  good  poet,  Sophocles  and  Euripides  being  lately  dead; 
and  secondly,  the  poetical  contest  of  yEschylus  and  Euripides, 
and  the  final  victory  of  ^Eschylus.  These  subjects  are  logi- 
cally though  loosely  connected  together,  but  remind  us  strongly 
of  the  dramatic  economy  of  the  very  poet  whom  Aristophanes 
is  here  attacking  so  vehemently.  No  analysis  can  reproduce 
the  real  brilliancy  of  the  piece,  which  consists  in  all  manner  of 
comic  situations,  repartees,  parodies,  and  unexpected  blunders. 

The  attack  on  Euripides,  and  parallel  defence  of  ^Eschylu.s, 
carried  on  by  the  poets  themselves,  is  of  course  profoundly 
interesting  as  a  piece  of  contemporary  literary  criticism  by  so 
great  a  poet ;  but  great  poets  are  not  always  good  critics. 
Moreover,  whether  from  dramatic  propriety,  or  from  serious 
conviction,  the  points  urged  on  both  sides  are  all  shallow  and 
unimportant,  and  only  of  weight  before  an  idiotic  judge,  such 
as  Dionysus.     How  this  character  can  have  been  intended  to 

1  vv.  352,  sq. 
vol.  1. — 20 
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represent  the  Athenian  public  without  insulting  them  is  hard 
to  understand.     For  if  this  be  the  poet's  meaning,  the  aesthetic 
judgment  of  the  Athenian  public,  and  their  art  criticism,  is 
ridiculed   far   more   bitterly  than   the   fashionable   tragedian. 
The  attacks  of  the  poets  on  one  another  are  partly  gram- 1 
matical,   partly   rythmical,    partly    ethical,    but    hardly   at    all 
aesthetic,  if  we   except  the  objection    to   the   peculiar   stage • 
effect  "which  ^Eschylus  so  often  used,  of  introducing  his  lead- 
ing character  upon   the   stage   in   silence,   and  keeping  the 
audience  in  long  suspense  before  he  spoke.     The  grammatical 
points  are  minute  and  trifling,  and  as  to  the  rythmical  argu- ' 
ment  against  Euripides'  prologues,1  most  good  iambic  trimeters 
can  be  concluded  with  \t\kvQiov  airwXeaei',  so  that  there  is  no 
point  in  it  at  all.     The  melic  ramblings  of  Euripides  may  be 
open  to  the  charge  of  disconnection  and  of  effeminate  softness, 
but  assuredly  the  obscurity  of  ^Eschylus  is  an  equally  important 
defect  in  poetry  addressed  to  a  listening  public. 

By  far  the  most  important  part  of  the  controversy  is  that 
concerning  the  moral  effects  of  tragedy,  for  it  is  assumed  as  an  < 
axiom  by  all  parties,2  that  the  poets  (whether  dramatic  or  not) 
are  moral  teachers — in  fact,  the  established  clergy  of  the  age — 
and  perform  the  same  office  for  men  which  schoolmasters  do 
for  children.  Assuming  this  standpoint,  Euripides  can  only 
defend  himself  by  urging  that  the  legends  he  represented  were 
as  he  found  them,  and  that  he  encouraged  practical  good  sense 
and  homely  shrewdness  among  the  citizens — in  fact,  educated 
them  in  good  sense.3 

The  reply  which  we  should  make  to  jEschylus  would  » 
rather  insist  that  he  himself  was  not  a  great  poet  because  he 
had  a  moral  object,  but  because  in  prosecuting  that  object  he 
stated  great  world  problems,  great  conflicts  of  Destiny  and 
Freedom,  of  Law  and  of  Feeling,  and  set  them  forth  with 
extraordinary  power  and  beauty.  Euripides  may  have  made 
the  mere  changes  of  human  character,  and  the  scourge  of 
passion,  his  conscious  objects,  but  in  portraying  these  things 
well  he  was  no  less  a  great  teacher  of  humanity,  and  a  lofty 
moralist  in  his  own  way.     It  is  as  if  we  should  contrast  Sir 

1   vv.   1 200,  sq.  "  vv.   1056,  sq.  3  vv.  948,  sq. 
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W.  Scott's  romances,  their  chivalry,  their  ideality,  and  their 
obvious  rewarding  of  vice  and  virtue,  with  the  subtler  and 
deeper  teaching  of  George  Eliot,  who  makes  the  tangled  web 
of  human  life  her  object,  and  does  not  accommodate  her  cata- 
strophes to  traditional  morality.  Sir  W.  Scott  wrote  great  novels, 
not  because  he  wrote  with  an  earnest  moral  purpose,  but 
because  he  drew  periods  of  history,  and  varieties  of  human  cha- 
racter, with  boldness  and  with  poetic  truth.  These  are  the 
eternal  features  of  dramatic  art,  but  they  are  often  most  deeply 
felt  by  great  artists  who  cannot  consciously  express  them. 

As  to  special  editions,  we  have  those  of  Wclcker  (1812) ; 
Pernice,  with  notes  and  version  (1856),  and  Fritzsche  (1863); 
also  Th.  Kock's  (in  Haupt  and  Sauppe's  series),  a  good  school- 
book. 

§  272.  There  is  a  great  descent  in  literary  merit  to  the 
Ecdeziazitsce,  or  parliament  of  women,  which  came  out  about 
393  B.C.,  when  Athens  was  striving  along  with  Thebes  and 
Argos  to  check  the  power  and  encroachments  of  Sparta.  If 
the  success  at  Knidos  and  the  recovery  of  the  maritime  supre- 
macy had  taken  place,  still  more  if  the  long  walls  were  being 
rebuilt,  it  is  indeed  strange  that  such  a  poet  as  Aristophanes 
should  have  made  no  allusion  to  these  great  successes  and  the 
hopes  they  inspired.  But  the  political  allusions  of  the  play 
contain  no  solemn  warning,  no  hearty  advice  ;  they  are  merely 
a  bitter  satire  on  the  faults  and  weaknesses  of  the  revived 
democracy,  its  unstableness  and  vacillation,  the  selfishness  and 
greed  of  both  poor  and  rich,  the  postponing  of  all  public  interests 
to  private  advantage.  All  the  faults  reproved  by  Demosthenes 
and  Phocion  are  already  prominent ;  we  have  before  us  no 
longer  the  Periclean,  but  the  Demosthenic  Athenian.  The 
poet  of  a  greater  and  better  time  has  no  heart  to  advise,  but 
only  to  ridicule  such  people.1     His  main  interest  turns  from 

1  It  is  chiefly  from  this  evidence  that  the  Germans  draw  their  pictures 
of  the  debased  ochlocracy,  and  no  doubt  they  draw  it  according  to  the 
notions  of  Aristophanes  and  his  aristocratic  friends.  But  whether  Athens 
was  really  thus  debased  is  quite  another  question,  and  those  who  have 
studied  Grote's  history,  and  the  affairs  of  the  restored  democracy,  will 
come  to  a  very  different  conclusion.  There  was  no  doubt  a  great 
decadence  in  energy,  but  not  in  social  and  intellectual  qualities. 
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political  to  social  questions,  from  practical  to  theoretical  reforms, 
and  he  occupies  himself  with  the  schemes  of  socialism  and  com- 
munism which  were  floating  in  the  air  of  the  schools,  and  which 
may  even  then  have  had  some  countenance  in  Plato's  oral  lec- 
tures. These  theories  he  satirises  by  making  the  women  meet 
in  the  assembly,  dressed  in  their  husbands'  clothes,  and  decide 
that  they  must  in  future  assume  the  management  of  the  state, 
with  full  community  of  goods,  of  husbands — in  fact,  of  every- 
thing. There  is  of  course  a  great  deal  of  humour  in  all  the 
discussions,  especially  in  the  home  conversation  between 
Praxagora,  the  leading  character  (like  the  Lysistrata  of  a 
former  play),  and  her  husband,  in  which  he  is  fully  persuaded 
by  gross  material  prospects  to  acquiesce  in  the  scheme.  The 
dialogue  between  the  honest  citizen,  who  in  obedience  to  the 
decree  brings  out  all  his  goods  into  the  street  for  the  common 
fund,  and  the  dishonest  neighbour,  who  keeps  back  what  he 
has,  and  waits  to  see  how  things  will  turn  out,  is  the  best 
in  the  play,  and  is  an  epitome  of  the  conduct  of  Athens  from 
that  day  onward,  when  patriotism  was  required  of  her.  The 
scenes  which  follow  are  apparently  written  for  obscenity's  sake, 
and  are  too  absurd  to  be  a  genuine  satire  upon  Athenian 
women.  These  features,  and  the  concluding  appeal  of  the 
coryphaeus  (vv.  1155,  sq.),  to  remember  the  jokes,  and  not  to 
deny  the  author  his  prize  because  his  play  came  first  in  the  com- 
petition, indicate  how  much  both  poet  and  audience  had  fallen. 
The  chorus  assumes  a  leading  part  in  the  play,  but  sings  no  para- 
basis,  unless  indeed  a  choral  ode  which  is  lost  may  have  replaced 
it.  But  the  whole  complexion  of  the  piece  resembles  what 
is  called  the  Middle  Comedy,  in  which  the  chorus  disappears. 

The  play  is  difficult,  and  has  not  been  sufficiently  com- 
mented upon,  doubtless  on  account  of  the  features  which 
it  has  in  common  with  the  far  superior  and  more  earnest  Ly- 
sistrata. The  commentators  on  Plato's  Republic  have  much 
occupied  themselves  with  the  question,  what  system  or  theory 
of  socialism  the  poet  had  before  him,  as  Plato's  immortal  dia- 
logue was  not  published  till  many  years  later.  We  can  find  no 
more  specific  answer  than  to  say  that  such  a  work  had  probably 
many  predecessors,  and  that  such  speculations  must  have  been 


CH.  xxi.  THE  PLUTUS.  46  r 

long  in  the  air  before  they  assumed  the  definite  form  in  which 
Plato  has  transmitted  them  to  us.  For  the  history  of  Socialism 
and  of  the  theory  of  woman's  rights  the  play  is  an  early  and 
valuable  document. 

§  273.  Last  in  our  list  comes  the  Plutus,  which,  as  we  have 
it,  was  produced  01.  97,  4  or  388  B.C.,  in  the  poet's  old  age. 
But  we  are  informed  that  this  was  the  second  edition,  and 
that  it  was  first  played  in  408  B.C.,  before  the  Frogs.  To  this 
latter  play  it  is  remarkably  inferior  in  every  respect,  but  chiefly 
perhaps  because  it  is  of  the  tamer  type  known  as  that  of 
the  Middle  Comedy.  The  characters  are  all  general,  and 
there  is  no  chorus  beyond  a  collection  of  neighbours,  who  do 
not  interfere  in  the  action,  and  sing  no  lyrical  odes,  or  para- 
basis.  The  prominence  of  the  slave  is  another  feature  which 
allies  it  to  both  Middle  and  New  Comedy.  Politics  disappear 
altogether,  and  the  whole  object  of  the  work  is  a  dramatic  satire 
upon  the  irregularities  and  injustices  of  society,  and  upon  the 
apparently  false  distribution  of  wealth  by  the  gods.  The  worthy 
Chremylus,  having  by  the  help  of  the  oracle  discovered  Plutus, 
whom  as  an  old  blind  man  he  does  not  recognise,  but  who 
at  length  reveals  himself,  undertakes  to  have  the  god's  sight 
restored,  and  so  to  enable  him  to  choose  his  residence  amongst 
honest  men.  Poverty,  a  gaunt  female  figure,  protests  against  this 
proceeding,  and  explains  the  advantages  which  she  bestows  on 
men.  There  are  several  indications  of  a  chorus  at  the  conclu- 
sion of  each  act,  or  pause  in  the  plot,  but  these  were  either 
never  written,  or  omitted  (as  I  suspect)  in  the  revised  edition 
which  we  possess,  or  lost  by  the  carelessness  of  transcribers. 
This  last  theory  seems  very  improbable.  The  slave  in  a  long 
messenger's  speech,  only  interrupted  by  exclamations  from 
Chremylus'  wife,  recounts  the  cure  of  Plutus  in  the  temple  of 
yEsculapius — a  very  interesting  comic  picture  of  the  religious 
quackery  of  the  age.  The  rest  of  the  play  is  occupied  with  the 
appearance  of  a  sycophant  priest  and  other  characters  who  come 
to  visit  Chremylus  on  hearing  of  his  good  fortune.  The  general 
structure  of  the  play  seems  imitated  from  the  earlier  Peace.  The 
god  of  riches  corresponds  to  the  goddess  of  peace.  The 
opposing  figures  of  War  and  Poverty  are  closely  analogous. 
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The  good  Hermes  in  both  plays  acts  the  mean  part  of  a  sort  of 
understrapper,  and  not  a  faithful  one,  among  the  gods.  Both 
plays  end  their  plot  early,  and  fill  up  the  remainder  with  dia- 
logues arising  out  of  the  successful  conclusion  of  the  enterprise. 
But  the  Peace  is  far  livelier  and  more  spirited  than  the  Flatus. 
The  tame  and  sober  character,  and  the  absence  of  special 
political  allusions  in  this  work,  have  made  it  an  easy  and  suit- 
able play  for  younger  students,  and  there  have  accordingly  been 
a  good  many  scholia  upon  it,  and  a  good  many  editions  in 
Byzantine  days  ;  but  there  is  no  recent  German  edition  except 
Marback's  (Leipzig,  1844). 

§  274.  The  Fragments  of  Aristophanes   (about    750)   are 
neither  long  nor  interesting.     Were  our  knowledge  of  the  poet 
confined  to  them,  we  should  be  perfectly  incapable  of  forming 
any  notion  of  his  true  character  and  transcendent  merits,  and 
this  fact  should  make  critics  more  cautious  than  they  have  been 
in  estimating  other  comic  poets,  only  known  by  the  light  of 
this  delusive  evidence   and   thus  compared  with   the   extant 
master.   The  Amphiarans  seems  to  have  ridiculed  superstitious 
treatment  of  diseases,  like  the  scene  of  the  Flatus  just  men- 
tioned, and  may  therefore  have  been  of  that  type.     So  was  the 
sEolosikon,  a  parody  on  Euripides'  ^Eolus,  a  play  which  was 
written  without  chorus,  later  than  the  Flutus,  and  committed  to 
the  care  of  the  poet's  son  Araros.    The  Kokalos,  also  committed 
to  Araros,  was  even  considered  a  forerunner,  in  its  love  intrigue 
and  recognition,  of  the  New  Comedy  of  Menander  ;    so  that 
this  type  too  was  probably  inherent  in  Greek  comedy,  and  only 
rose  to  greater  prominence  owing  to  social  causes.     All  that 
can  be  known  about  the  plots  of  the  lost  plays,  and  many  con- 
jectures besides,  maybe  found  in  the  collection  of  the  fragments 
at  the  end  of  Meineke's  second  volume.     There  is  an  equally 
good  collection  in  Dindorfs  Porta:  Scenici,  and  many  mono- 
graphs about  them  are  cited  by  Nicclai.1 

§  275.  If  we  take  a  general  view  of  the  dramatic  resources 
shown  by  this  great  poet,  we  shall  be  somewhat  surprised  at 
the  poorness  of  his  plots  and  the  fixed  lines  of  his  invention. 
As  is  well  known,  old  Attic  comedy  cared  little  about  plots ; 

1  LG.  \.  p.  231. 
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any  extravagant  adventure  was  sufficient  to  give  it  scope  for 
the  development  of  character,  and  for  comic  dialogue  which 
sparkled  by  means  of  witty  repartee  and  satirical  allusion.  Like 
the  plays  of  Euripides,  which  pause  in  the  middle,  and  then 
start  with  a  new  interest,  it  is  common  for  the  Aristopha- 
nic  plays  to  work  out  at  once  the  project  of  the  principal 
actor,  and  then  occupy  the  rest  of  the  play  in  comic  situations 
produced  by  the  introduction  of  any  stray  visitor.  Examples 
of  this  design  will  be  found  in  the  Acharnians,  Peace,  Plutus, 
Wasps,  and  Birds.  The  Frogs  is  a  more  artistic  instance,  as 
the  poetical  conflict  which  ensues  upon  Dionysus'  visit  to 
Hades  is  strictly  to  the  point.  But  here  too  the  adventures  of 
Dionysus  in  search  of  a  tragic  poet  are  a  separate  play  (so  to 
speak)  from  the  scenes  in  Hades  after  his  reception  by  Pluto. 
The  Knights  and  Chuds  have  more  plot  than  the  rest,  though 
the  action  in  the  Knigiits  is  too  much  delayed  by  the  coarse 
Billingsgate  of  the  rival  demagogues. 

A  good  deal  of  sameness  may  further  be  observed  in  this, 
that  the  economy  of  the  opening  scenes  preserves  a  certain 
uniformity.  Either  the  principal  character  begins  with  a 
soliloquy,  which  explains  the  whole  plot,  as  in  the  Acharnians 
and  Clouds,  or  the  first  scene  is  a  dialogue,  in  which  one  of  the 
speakers  presently  turns  to  the  audience,  and  explains  the 
situation  by  what  may  be  called  a  delayed  prologue.1  These 
speakers  are  either  two  slaves  under  orders  ( Wasps,  Knights, 
Peace),  or  the  leading  character  with  his  slave  or  confidant 
{Frogs,  Plutus,  Birds,  Thesmophoriazusce).  The  Lysistrata 
and  Ecelesiazusce  open  with  a  combination  of  both  devices, 
The  leading  character  comes  on,  but  in  expectation  of  others, 
as  in  the  Acharnians,  and  the  plot  is  presently  expounded  in  a 
conversation  with  the  new  characters.  These  considerations 
show  that,  with  all  the  wildness  and  license  of  the  poet's  ima- 
gination, he  kept  not  only  his  diction,  which  was  a  model  of 
the  strictest  Attic,  but  even  his  plots,  under  the  regulation  of 
broadly  defined  principles. 

Turning  to  his  characters,  we  find  the  same  regularity  m 
their  conception.  They  are  almost  all  elderly,  both  men  and 
1  We  have  a  tragic  example  in  the  later  Iphigcnia  of  Euripides. 
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women,  and  even  when  father  and  son  are  brought  on  the 
stage  together,  as  in  the  Wasps,  the  son  impresses  us  as  already 
mature  in  age  and  good  sense.  This  arises  from  the  aristo- 
cratic temper  of  the  poet,  who  £nly)satirised  and  ridiculed/the 
middle  and  lower  classes,  among  whom  the  young  are  seldom 
prominent,  especially  in  war  times,  when  they  were  employed 
in  field  and  garrison  duty.  The  Athenian  democracy  is  always 
imaged  by  the  poet  under  the  guise  of  an  elderly  man,  and  all 
the  leading  characters  which  are  intended  to  be  representative 
are  very  uniform  in  type — shrewd,  somewhat  coarse,  and  not 
very  educated.  This  is  likely  to  have  been  specially  true  of 
the  Attic  countryman,  whom  he  contrasts  sharply  with  the  city 
folk.  Pheidippides  in  the  Clouds  is  the  only  portrait  he  ven- 
tures to  draw  of  a  young  aristocrat,  and  he  is  very  slightly 
sketched,  until  he  appears  transformed  into  a  Socratic  sophist. 
The  chorus  of  Knights  is  purely  political  and  impersonal,  and 
reveals  to  us  no  social  or  individual  features.  Were  we  there- 
fore reduced  for  our  knowledge  of  the  Athenian  aristocracy  to 
the  comedies  of  Aristophanes,  we  must  be  content  with  a  single 
passage  in  the  opening  of  the  Clouds,  and  we  should  be  com- 
pletely ignorant  of  any  of  their  failings  but  that  of  an  over- 
fondness  for  horses.  Yet  surely  the  young  aristocrats  were 
fully  as  open  to  satire  and  comic  travesty  on  the  stage  as  the 
old  dicasts, 

These  remarks  show  the  error  of  the  assertion  usual  in 
Aristophanes'  German  critics,  that  he  lashed  all  the  vices  and 
defects  of  Athenian  society  in  his  day.  They  ignore  that  the 
poet  was  an  aristocrat,  who  ridiculed  radicalism  and  the  ad- 
vanced democracy,  but  spared  the  vices  of  his  associates  and 
his  party.  What  a  subject  Alcibiades  would  have  afforded  ! 
Yet  in  spite  of  his  democratic  leanings,  his  high  birth  and  con- 
nections saved  him  from  any  but  stray  shafts  on  the  stage.1 
It  is  in  the   orators   that  we  find  him   painted   in    his   dark 

i  According  to  various  late  authorities,  of  whom  a  scholiast  on  Juvenal 
is  the  best,  the  Bavrai  of  Eupolis  were  expressly  directed  against 
Alcibiades.  But  it  must  have  been  indirectly,  and  without  naming  him 
personally,  for  Plutarch  does  not  quote  a  single  passage  in  his  biography, 
nor  do  the  twenty-two  extant  fragments  contain  a  single  mention  or  even 
allusion  to  Alcibiades. 
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colours.  I  have  already  noticed  the  constant  retrospects,  and 
longing  for  the  good  old  times,  which  characterised  all  the  comic 
poets  of  this  period.  I  will  only  add  that  in  his  late  plays 
Aristophanes  seems  to  have  laid  aside  these  aspirations  as 
hopeless,  and  applied  himself  to  the  practical  teaching  of 
union  and  forgiveness  among  the  rival  parties  in  the  agony  of 
the  last  years  of  the  war. 

As  to  his  position  in  matters  of  religion,  he  is  a  great  defender 
of  orthodoxy  against  the  new  physical  school,  and  is  never 
weary  of  attacking  Socrates  and  Euripides  for  their  breaking 
up  of  the  old  faith.  But  all  this  seems  rather  from  policy  than 
from  real  devoutness,  for  he  does  not  hesitate  to  travesty  the 
gods  after  the  manner  of  Epicharmus,  and  to  present  the  reli- 
gion of  the  people  under  a  ridiculous  form.  Though  he  per- 
mits himself  to  indulge  in  orthodox  profanity  and  ridicule 
about  the  gods,  he  feels  a  profound  difference  in  the  serious 
attacks  of  the  sceptical  school  upon  the  received  faith.  In 
this  he  was  doubtless  quite  correct,  but  it  throws  a  doubtful 
light  upon  his  seriousness  as  a  religious  thinker. 

§  276.  His  parody  of  the  tragedies  is  to  us  more  interest- 
ing. Though  commonly  aimed  at  Euripides,  there  is  frequent 
parodying  of  both  Sophocles  and  yEschylus,  and  of  the  less 
known  tragic  poets,  probably  much  oftener  than  even  the  scholi- 
asts detected.  Of  course  his  ridicule  of  Euripides  was  most  un- 
sparing, and  most  unjust,  but  the  latter  was  no  mere  innovator 
in  tragedy,  he  was  also  an  opponent  on  social  and  political  ques- 
tions. There  is  no  greater  proof  of  the  real  greatness  of  Euripi- 
des, than  that  his  popularity  combated  and  overcame  the  most 
splendid  comic  genius  set  in  array  against  it  during  the  period 
of  its  development.  The  loose  and  irrelevant  choral  odes  of  his 
later  plays  are  doubtless  open  to  the  parody  of  the  Frogs,  but  the 
very  same  change  of  taste  as  to  the  importance  of  the  choral 
interludes  made  Aristophanes  himself  diminish  and  abandon 
his  choruses,  and  even  replace  them  with  a  musical  or  orches- 
tic performance.  For  this  seems  the  meaning  of  the  word 
X°pov  inserted  in  the  pauses  of  the  later  plays,  especially  the 
Phitus.  Hence  in  this,  as  in  most  other  points,  the  same  ten- 
dencies which  modified  Euripides'  tragedies  had  their  effect 
20* 
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upon  the  plays  of  his  censor.  Among  the  features  of  detail, 
nothing  is  more  cleverly  ridiculed  than  those  repetitions  of  the 
same  word  which  occur  in  the  pathetic  lyrical  passages  of 
Euripides.  Yet  this  has  been  felt  by  great  hearts  of  various 
ages,  and  by  the  still  greater  heart  of  popular  song,  to  be  a 
natural  and  poetical  enhancement  to  the  expression  of  deep 
feeling.  The  modern  poet  who  best  understands  Euripides 
has  followed  his  example  in  this  point.1  The  German  lyrist 
von  Platen,  in  his  beautiful  and  artistic  imitations  of  folk-song, 
has  reproduced  the  same  effect — an  effect  still  more  clearly  and 
universally  exemplified  in  music,  where  the  repetition  of  even  a 
single  note  often  conveys  intense  feeling. 

§  277.  Turning  from  points  of  detail  to  the  general  scope  of 
Aristophanes'  plays,  we  come  upon  a  controversy  as  to  the 
true  aim  of  comedy,  and  as  to  the  conception  which  the  poet 
'  formed  of  his  art.  The  passage  on  the  nature  of  comedy  in 
the  Poetic  of  Aristotle  is  unfortunately  lost,  but  if  we  can  trust 
stray  hints  on  the  subject,  his  definition  of  comedy  (which 
applied  mainly  to  Menander)  ran  parallel  to  that  of  tragedy, 
and  described  the  art  as  a  purification  of  certain  affections  of 
our  nature,  not  by  terror  and  pity,  but  by  laughter  and  ridicule. 
This  deep  moral  object  has  been  strongly  advocated  by  Klein, 
who  exalts  Aristophanes  to  a  pinnacle  attained  by  no  other 
Greek  poet.  On  the  other  hand,  Hegel,  who  without  any 
special  knowledge  has  theorised  on  the  matter  in  his  ^Esthetic, 
speaks  of  comedy  as  the  outlet  of  a  great  uncontrolled  sub- 
jectivity, which  feels  that  it  is  so  superior  to  all  ordinary  human 
affairs,  that  it  can  afford  to  laugh  them  down  and  treat  them 

Dances,  dances,  and  banqueting 

To  Thebes,  the  sacred  city  through, 

Are  a  care  !  for,  change  and  change 

Of  tears  and  laughter,  old  to  new, 

Our  lays,  glad  birth,  they  bring,  they  bring  ! 

— Aristoph.  Apol.,  p.  266.  There  are  many  more  instances  in  this  version 
of  the  Hercules  Furens.  This  allusion  to  Mr.  Browning  suggests  the  remark 
that  he  has  treated  the  controversy  between  Euripides  and  Aristophanes 
with  more  learning  and  abilitv  than  all  other  critics,  in  his  Aristophaircs' 
Apology,  which  is,  by  the  way,  an  Euripides'  Apology  also,  if  such  be 
required  in  the  present  day. 
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with  ridicule.  I  fancy  both  theories  have  their  truth  as  regards 
Aristophanes.  His  early  plays  seem  written  with  high  political  • 
aspirations,  and  with  a  strong  conviction  that  he  was  the 
adviser  of  the  people  for  good,  and  could  lead  them  from 
sophistry  and  chicanery  to  a  sounder  and  nobler  condition. 
This  feeling  transpires  in  his  personal  addresses  to  the  audience, 
in  his  professed  contempt  for  obscenity  and  buffoonery,  and  in 
the  serious  tone  of  his  political  advices.  As  the  war  went  on, 
and  the  people  became  gradually  impoverished  and  degraded, 
when  the  oligarchs  broke  down  in  their  attempt  to  abolish  the 
democracy,  and  the  power  of  Athens  was  ruined  by  Lysander, 
we  see  the  poet,  not  without  stray  touches  of  sadness,  adopt  a 
lower  tone,  abandon  serious  subjects,  and  turn  almost  wholly* 
to  obscenity,  buffoonery,  and  mere  literary  and  social  satire. 
At  this  stage  he  may  have  been  indulging  his  '  infinite  subjec- 
tivity,' as  Hegel  chooses  to  call  it,  and  may  have  felt  that  serious 
advice,  and  efforts  at  political  and  social  reform,  were  mere 
idle  dreams,  and  not  worth  treating  except  as  stuff  for  travesty. 
This  is  indeed  a  melancholy  contrast  to  the  life  of  the  extant 
tragic  poets,  all  of  whom  seem  to  have  risen  and  ripened  with 
age,  and  to  have  left  us  in  their  latest  pieces  the  noblest  and 
most  perfect  monuments  of  their  genius. 

§  278.  A  word  in  conclusion  should  be  said  concerning  the 
lyric  side  of  Aristophanes,  which  the  old  scholiasts  so  neglected, 
that  they  note  his  graceful  ode  to  the  nightingale  (in  the  Birds) 
as  a  parody  on  Euripides.  Modern  writers,  on  the  contrary, 
have  advanced  to  the  absurd  statement,  that  his  real  greatness 
was  not  dramatic,  but  lyric.  There  can,  indeed,  be  no  doubt 
that  the  lyrical  pieces  in  the  comedies  are  of  the  highest  merit ; 
nevertheless,  it  would  be  as  absurd  to  say  that  the  real  genius 
of  Sophocles  was  lyric  because  he  wrote  beautiful  lyric  odes. 
Lyric  poetry  and  the  drama  were  so  combined  in  Periclean 
days,  that  although  a  lyric  poet  might  be  no  dramatist,  every 
dramatist  must  be  a  lyric  poet.  And  we  have  reason  to  think 
that  the  occasional  lyric  pieces  of  the  great  dramatists  in  that 
day  were  far  finer  than  the  works  of  professed  lyric  poets  after 
the  age  of  Simonides.  Nevertheless,  the  true  greatness  .  of 
Aristophanes  ever  has  been,  and  will  be,  dramatic  greatness. 
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But  it  is  rather  in  extraordinary  fertility  and  brilliancy  of  dia- 
logue, than  in  ingenuity  of  plot,  that  he  excels. 

We  cannot  tell  whether  the  statement  of  Plato  at  the  end 
of  the  Symposium  was  seriously  meant,  that  the  composer  of 
comedy  must  have  the  same  sort  of  genius  as  the  composer  of 
tragedy,  and  that  the  same  poet  should  compose  both.  If  it 
was,  we  can  hardly  avoid  the  inference  that  it  was  meant  to 
apply  to  Aristophanes,  who  plays  a  leading  part  in  the  dialogue, 
and  whom  Plato  evidently  esteemed  at  his  real  worth.  The 
combination  of  which  he  speaks  was  not  attempted  in  classical 
days,  though  there  are  not  wanting  signs  that  Aristophanes  could 
have  composed  with  pathos  and  seriousness,  and  might  perhaps 
have  been  more  dangerous  to  Euripides  as  a  rival  than  as  a 
professed  opponent. 

§  279.  The  later  Greeks,  who  became  accustomed  to  the 
strict  form  and  the  social  polish  of  the  New  Comedy,  could  not 
bear  the  wildness  and  license  of  the  great  political  comedian. 
Aristotle  completely  ignores  him,  and  the  Old  Comedy  gene- 
rally, in  his  dramatic  theories,  and  evidently  regards  him  as 
nothing  compared  with  his  successors  in  later  days  and  in  the 
tamer  style.  Plutarch,  in  a  special  comparison  of  Old  and  New 
Comedy,  is  both  severe  and  depreciating  in  his  remarks  upon 
him.1  These  tamer  and  more  orderly  people  look  upon  the 
wayward  exuberance  of  the  Old  Comedy  with  much  the  same 
temper  as  the  French  school  of  tragedy  look  upon  the  license 
and  irregularity  of  Shakspeare.  Fortunately,  the  Alexandrian 
critics  did  not  share  these  prejudices,  and  seem  to  have 
directed  more  attention  to  this  poet  than  to  any  other  except 
Homer.2  Callimachus  collected  the  literary  and  chronological 
notices  ;  Eratosthenes,  Aristophanes,  Aristarchus   and  Crates 

1  His  little  tract  on  Aristophanes  and  Menander  is  still  worth  reading, 
in  order  to  show  how  completely  formal  excellence  and  polish  of  style  out- 
weighed the  greater  merits  of  old  comic  poetry  in  the  opinion  of  his  age. 
Aristophanes  is  blamed  for  violations  of  the  later  rhetorical  artifices,  for 
excessive  assonances,  and  for  such  matters  as  he  would  have  scorned  to 
observe,  in  his  writing  ;  moreover,  for  allowing  inconsistency  in  characters, 
which  were  with  him  only  a  vehicle  for  political  satire. 

2  The  following  information  on  the  Alexandrian  studies  is  compressed 
from  the  fuller  account  of  Bernhardy,  LG.  ii.  670. 
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followed  (with  others)  in  explaining  and  commenting  upon 
hard  passages.  There  seem  to  have  been  collections  of  these 
commentaries,  first  by  Didymus,  and  finally  by  Symmachus, 
who  added  Heliodorus'  theatrical  studies.  These  form  the 
older  basis  of  the  Scholia,  enlarged  and  diluted  by  later  Byzan- 
tine work,  but,  on  the  whole,  the  best  Greek  commentary  we 
have  on  any  Greek  author,  and  of  inestimable  value  in  under- 
standing the  difficult  allusions  of  the  text.  The  text  of  these 
scholia  was  first  printed  (with  nine  plays)  by  Aldus  in  1498. 
There  are  excellent  monographs  of  J.  Schneider,  Ritschl  and 
Keil  upon  them,  and  they  have  been  lately  critically  edited  by 
Dindorf.  and  by  Dubner  (Paris,  1868). 

§  280.  Bibliographical.  Far  the  best  MS.  of  both  text  and 
scholia  is  the  Ravennas  of  the  eleventh  century,  a  large  vellum 
quarto  of  192  pages,  of  which  the  margin  is  here  and  there 
badly  stained  with  damp,  so  that  the  scholia  are  often  almost 
illegible.  This  is  one  of  the  best  and  most  trustworthy  of  our 
Greek  MSS.  It  contains  the  extant  plays,  not  in  their  chro 
nological  order,  but  according  to  their  popularity,  the  first 
three  being  much  more  read  and  commented  than  the  rest, 
viz.  Plutus,  Clouds,  Frogs,  Birds,  Knights,  Peace,  Lysistrata, 
Acharnians,  Wasps,  Thesmophoriazusce,  Ecdesiazusce. 

Owing  to  the  difficulty  of  reaching  Ravenna  formerly,  few 
scholars  have  seen  or  collated  this  MS.,  which  is  preserved  in 
the  public  library,  and  now  readily  shown  to  visitors.1  There 
is  a  later  MS.  at  Milan  in  the  Ambrosian  Library  which  seems 
to  correspond  with  it  very  closely,  but  which  is  not  mentioned 
by  the  principal  critics.2  There  is  besides  the  Venetus  471,  the 
6  of  the  Laurentian  at  Florence,  and  a  Parisinus  A,  which 
are  valued  by  the  editors.  Of  the  three  popular  plays  there 
are  endless  later  copies. 

As  to  editions  there  is  the  princeps  of  nine  plays  by  Aldus 
(1498),  a  handsome  folio,  followed  by  the  Juntine  in  1515, 
which  added  the  two  missing  plays  ( Thesmophoriazusce  and  Lysis- 
trata) as  an  appendix  in  15 16.     Bentley,  Dobree,  Dawes,  and 

1  There  is  an  interesting  article  on  its  history  by  W.  G.  Clark,  in  the 
third  volume  of  the  Cambridge  Journal  of  Philology. 

2  This  was  shown  to  me  by  M.  Ceriani,  the  learned  librarian  at  Milan. 
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Porson,  all  worked  at  this  poet,  and  wrote  critical  notes  upon 
the  text,  and  in  this  direction  Cobet  (in  the  Leiden  Mnemosyne) 
has  contributed  more  than  anyone  else  to  the  purifying  of  this 
purest  of  Attic  writers.  The  best  complete  editions  in  modern 
days  are  Bekker's,  Diibner's  (Didot),  Bergk's  (Teubner), 
Dindorfs  {Poetez  Seeniei),  and  Meineke's.  Holden  has  also  pub- 
lished a  critical  text  (Cambridge,  1868),  with  the  fragments  and 
an  index  to  them,  but  unfortunately  expurgated  and  therefore 
not  useful  for  scholars.  In  addition  to  the  Greek  scholia  there 
is  a  general  commentary  of  moderate  merit  by  Bothe,  an  index 
by  Caravella,  edited  at  Oxford  (1822),  and  a  poor  Lexicon  by 
Sanxay  (Oxford,  181 1).  The  principal  plays  must  be  studied 
in  the  separate  editions  I  have  noticed  under  each,  and  the 
complete  editions  are  chiefly  valuable  for  embracing  the  pieces 
which  have  not  tempted  special  editors.  There  are  German 
translations  by  Voss,  Droysen,  Donner,  and  others  ;  French  by 
Brumoy  and  by  Poinsinet  de  Sivry  (Acharntans  and  Knights) ; 
and  English,  a  good  modern  prose  version,  by  Mitchell,  in 
addition  to  the  splendid  version  of  five  plays  by  J.  H.  Frere,1 
and  the  Wasps,  Peace,  and  Lysislrata  of  J.  B.  Rogers.  There 
are  good  school  editions  of  some  of  the  plays  in  the  Cambridge 
Catena  Classicorum.  Julius  Richter  lias  even  composed  a  Greek 
comedy  in  our  own  day  on  the  model  of  Aristophanes,  in  which 
he  handles  contemporary  questions.  This  learned  and  clever 
piece  is  curious  and  worthy  of  perusal. 

1  Frere's  version,  like  Mitchell's  Sophocles,  was  at  first  privately  pub- 
lished and  inaccessible  ;  it  is  now  to  be  found  in  his  collected  works.  The 
proper  preface  to  it  is  his  critique  of  Mitchell  {Works,  ii.  p.  178,  sq.). 


CHAPTER  XXII. 

THE   HISTORY  OF   COMEDY   FROM   ARISTOPHANES   TO 
MENANDER. 

§  281.  There  is  no  branch  of  Greek  literature  which  seems 
to  have  been  more  prolific  than  comedy ;  and  yet,  of  the  many 
hundreds  of  pieces  cited,  there  is  not  a  single  complete  specimen 
surviving.  We  saw  above  how  Aristophanes,  towards  the  close 
of  his  life,  produced  works  of  a  complexion  approaching  what 
is  called  by  the  grammarians  the  Middle  and  New  Comedy. 
They  have  laid  it  down  that  the  former  sort  of  comedy  was 
produced  from  about  the  period  of  the  Restoration  to  that  of 
the  battle  of  Chseronea  (390-38  b.c).  The  period  following  is 
called  that  of  the  New  Comedy. 

These  grammarians,  and  the  modern  historians  who  follow 
them,  have  sought  to  enumerate  special  points  in  which  each 
period  of  comedy  was  distinguished  from  the  rest.  But,  as  I 
have  already  remarked  (p.  433),  they  have  drawn  their  lines  of 
distinction  too  sharply.  They  assert  that  the  Middle  Comedy 
was  rather  a  character-comedy  than  a  personal  and  political' 
critique  on  passing  events.  Hence  there  appear  in  the  very 
titles  the  names  of  courtesans,  of  parasites,  of  philosophers,  and 
of  literary  men — the  latter  generally  of  past  generations.  We 
find  that  parody  of  old  mythology  was  frequent,  and  there  are 
many  plays  devoted  to  the  birth  of  gods,  such  as  Atoc  yorai, 
which  ridiculed  mimetic  dithyrambs,  and  other  scenic  repre- 
sentations of  these  events.  In  this  parody  of  mythology,  and 
this  ridicule  of  general  types  of  character,  we  know  that  Epi- 
charmus  in  Sicily,  and  Crates,  Hermippus,  and  Cratinus  in 
the  Old  Comedy,  had  shown  the  way ;  and  we  have  from 
'Hermippus  the  title   of  a  play  ('Afliji'fic  yovai),  which,  from 
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his  known  antagonism  to  Pericles  and  his  friends,  I  take 
to  have  been  somehow  connected  with  Pheidias'  famous  pedi- 
ment on  the  Parthenon,  representing  the  birth  of  the  goddess. 
So  also  in  the  constant  ridicule  of  Plato  and  his  school  we 
find  Alexis  and  his  fellows  only  following  in  the  track  of  Ari- 
stophanes' attack  upon  Socrates. 

Nevertheless,  it  is  their  general  tendency  to  draw  general 
pictures  of  life,  and  to  abstain  from  the  subjects  of  the  moment, 
which  makes  Aristotle  include  them  under  comedy,  which  is 
general ;  while  he  appears  to  have  classed  the  more  violent  and 
personal  Old  Comedy  under  the  head  of  personal  satire  (lafifio- 
iroua).  The  days  for  political  satire  had  indeed  passed 
away.  We  hear  of  no  attempts  after  the  Restoration  to  bridle 
the  license  of  personal  libels  on  the  stage,  until  the  days  when 
adulation  of  great  men  replaced  nobler  feelings.  But  the 
desire  of  economy  made  both  the  state  and  individuals  unwil- 
ling to  submit  to  the  expense  of  a  chorus,  and  the  poets  in- 
dicated the  close  of  their  acts  by  the  mere  word  Chorus  and 
a  gap,  which  was  afterwards  filled  up  by  a  musical  intermezzo. 

Another  leading  feature  in  Middle  Comedy  was  said  to 
be  the  fancy  for  discussing  riddles  (yp~«po<)  on  the  stage,  and \ 
many  such  appear  in  the  fragments.  But,  as  Meineke  notes, 
here  too  Cratinus  had  showed  the  way  in  his  Cleobuh'nce.  I  do 
not  suppose  that  any  of  their  frequent  literary  criticisms  on 
poets — Athenoeus  quotes  a  special  work  on  the  subject — ■ 
equalled  in  force  and  pungency  Aristophanes'  Frogs.  But  in- 
stead of  ridiculing  sophists  and  rhetoricians,  we  find  that  Pla- 
tonists  and  Pythagoreans,  the  luxurious  and  the  mendicant 
philosophies,  were  their  constant  topics.  There  is,  however,  clear 
evidence  in  the  fragments  that  only  the  outside  of  these  philo- 
sophies, the  dress  and  manners  of  the  school,  were  criticised. 
There  was  no  attempt  at  any  metaphysical  argument,  or  any 
serious  discussion  of  moral  tendencies.  The  same  shallow 
ethics,  or  want  of  ethics,  is  shown  in  their  far  severer  and  more 
earnest  satirising  of  courtesans.  They  never  attack  the  real 
vices  of  society,  but  warn  against  the  folly  of  carrying  them  on 
imprudently. 

§  282.  Thus  I  have  shown  that  in  every  leading  feature 
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ascribed  to  the  Middle  Comedy,  we  have  parallels  in  the  older 
masters.  What  had  they  then  peculiar  to  themselves  ?  Nothing 
I  fancy  in  subjects  except  the  neglect  of  present  politics,  the 
decay  of  moral  earnestness,  and  the  increased  prominence  of  a 
particular  kind  of  street  and  market  scenes — I  mean  those  re- 
lating to  feasts  and  good  cheer.  There  was  also  an  increased 
prominence  of  courtesan  life.  In  fact,  Antiphanes,  the  greatest 
master  of  this  comedy,  is  said  to  have  told  Alexander  the  Great, 
who  took  no  interest  in  such  things,  that  he  must  have  been 
used  to  drinking  with  these  people,  and  brawling  about  them, 
to  appreciate  comedy.     Verily  a  noble  education  ! 

If  in  subject  there  were  only  these  negative  or  ignoble 
peculiarities,  there  was  an  equal  decay  both  in  the  power  of 
their  diction,  and  the  variety  and  richness  of  their  metres.1  Of 
course  this  decay  was  gradual.  The  chorus  with  its  expensive 
training  went  out  of  fashion,  and  was  gradually  disused.  The 
aspiration  of  the  poets  was  not  to  guide  and  ennoble  their 
public.  Hence  they  studied  clearness  and  simplicity  without 
any  rigid  adherence  to  purity  of  dialect  or  poetic  choice  of 
words.  Moreover,  the  enormous  number  of  dramas  they  pro- 
duced must  have  made  careful  composition  impossible.  Athe- 
nseus  asserts  that  he  had  read  and  copied  from  more  than  eight 
hundred  plays  of  the  Middle  Comedy,  but  though  we  hear  of 
fifty-seven  poets,  many  of  them  only  left  a  couple  of  plays.  On 
the  contrary,  the  pieces  of  the  acknowledged  masters,  Anti- 
phanes and  Alexis,  were  counted  by  hundreds.  I  fancy  they 
were  not  all  intended  for  stage  representation,  but  were  a  sort  of 
substitute  for  our  modern  novels  and  magazine  articles,  circu- 
lated among  the  reading  public  of  Athens.  It  is,  however, 
possible  that  the  great  increase  of  theatres  throughout  Greece 
may  have  created  a  large  demand  for  new  pieces. 

§  283.  It  would  lead  us  far  beyond  our  limits  to  attempt 

1  It  is  observed  that  the  shortening  of  vowels  before  /3A.  and  y\,  which  is 
never  allowed  in  Aristophanes,  occurs  in  the  Middle  Comedy  ;  so  also  the 
shortening  of  the  accusative  of  nouns  in  tvs.  As  to  metres,  they  often 
used  dactylic  hexameters  ;  once  in  Antiphanes  an  elegiac  distich  occurs 
(Meineke,  iii.  82,  frag,  of  the  Milaiiion).  Glyconics  were  rare,  but  we  often 
find  combinations  of  dactyls  and  trochees,  at  least  one  specimen  of  Eupo- 
lidean  verse,  and  one  lyric  system  (cf.  Meineke,  i.  300-2). 
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any  enumeration  of  these  poets  (thiity-nine  of  whom  are  still 
known  by  name),  nor  have  their  remains  much  literary  in- 
terest. In  no  case  are  the  fragments  sufficient  to  reconstruct 
the  plots  of  their  plays;  and,  most  unfortunately,  the  great 
majority  of  the  extant  quotations  are  those  made  by  Athen- 
a^us,  with  special  reference  to  marketing,  cooking,  and  the 
pleasures  of  the  table.  This  gives  a  tedious  uniformity  to  the 
laborious  volume  in  which  Meineke  has  collected  their  re- 
mains,1 an  uniformity  not  agreeably  relieved  by  notes  of  im- 
pure diction  from  the  Antiatticista.  Here  and  there  comes  a 
moral  reflection  from  the  collection  of  Stobseus,  and  it  is  only 
such  passages  which  show  us  the  neatness  of  point  and  smart- 
ness of  expression  which  made  them  so  popular  in  their  day. 
In  this  respect  they  regarded  Euripides  as  their  great  model. 
His  secret,  which  Aristotle  nonces,  of  saying  things  elegantly 
in  common  words,  was  the  perpetual  riddle  which  all  the  comic 
poets,  down  to  Menander,  tried  to  solve.  But  this  last  and 
greatest  of  the  Epigoni  in  Comedy  was_  the  only  successful 
stylist. 

A  few  words  on  some  of  the  most  celebrated  of  these  poets 
will  suffice  for  such  readers  as  do  not  wish  to  make  their  frag- 
ments a  special  study.2 

§  284.  First  and  probably  greatest  among  them  was  Anti- 
phanes,  who  is  commonly  regarded  as  the  head  of  the  Middle 
Comedy.  Of  course  the  boundary  line,  as  I  have  already 
explained,  is  very  vague,  and  a  glance  into  Meineke's  account 
of  the  later  poets  of  the  Old  Comedy,  such  as  Plato,  will  show 
how  difficult  it  is  to  sever  the  Middle  from  the  Old.  In  fact, 
we  are  obliged  generally  to  acquiesce  in  the  decision  of  Suidas 
on  the  subject.  Antiphanes  was  probably  the  son  of  Stephanus, 
and,  according  to  the  sensible  Anon,  scholiast  on  Comedy,  born 
at  Athens,  though  Suidas  records  various  other  opinions.  He 
lived  from  01.  03  to  01.  112,  and  died  at  the  age  of  seventy-four 

1  FCG.  vol.  iii.  ;  the  general  history  in  vol.  i.  pp.  271-435. 

2  To  such  Meineke's  work  affords  all  the  materials ;  the  social  side 
of  their  plays  has  been  illustrated  in  my  Social  Greece,  in  G.  Guizot's 
Minandre  et  la  Comedie  grecque,  and  in  Klein's  History  of  ike  Drama,  ii. 
206,  stj.j  from  which  I  have  taken  many  suggestions. 
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in  Chios.  His  son  Stephanus  brought  out  some  of  his  plays. 
He  began  to  write  at  the  age  of  twenty,  and  is  credited  with  the 
enormous  number  of  260  comedies,  of  which  about  230  titles 
are  still  known.  Though  Meineke  '  has  collected  a  good  many 
examples  of  debased  diction  in  his  fragments,  he  was  celebrated 
as  a  clear  and  elegant  writer.  Among  various  criticisms  on 
tragic  language,  we  have  a  good  fragment  from  his  Poetry  on 
the  contrasts  of  tragedy  and  comedy,  which  I  quote  below.2 
The  Proverbs  (Uapoipiut)  were  cited  by  the  Tsocratic  opponents 
of  Aristotle  as  the  comic  counterpart  of  his  collection  of  pro- 
verbs. It  may  even  have  been  a  satire  on  the  philosopher. 
The  titles  of  Antiphanes'  plays  are  very  various,  including 
many  mythological  names,  many  historical  personages  and 
courtesans,  as  well  as  names  of  trades  or  professions,  and  of 
provinces  and  cities.  But  probably  owing  to  the  ostentation 
of  Athenseus,  who  desired  to  quote  as  many  various  plays  as 
possible,  we  seldom  have  more  than  one  fragment,  and  never 

1  iii.  309. 

2  Meineke,  iii.  105  : 

MaKapLov  effTiv  f)  rpaycpSla 
'  itoir]fxa  Kara  iravT\  ei  76  irpHoTLV  ol  \6yoi 

inrh  toiv  Qearoiv  elfftv  eyvcepiff/xevoi, 
izplv  Kai  tiv''  elirelu,  wad'  viroixvrjcrai  fi6vov 
Se?  Thv  irotrjTriv.     OiS'nrovv  yap  &v  ye  (pw, 
(01)  TaAAa  TroW  Xcraaiv  '  6  irarrip  Actios, 
/utjttjp  'IoKacrrrj,  Ovyarepes,  iralSes  rives, 
ti  ire'iaed'  ovtos,  ri  TrenoirjKev  ;   av  7raA.1v 
€l7T7j  rts  'A\K/J.aia>va,  Kal  ra.  waiSia 
■rivr''  evBvs  (1prix\  oti  /navels  aireicrovev 
Ti'if  yUTjTe'p',  ayavaKrwv  S'  "ASpaaros  ev9s<as 
rjijei,  iraXiv  t'  airweuri  .... 
eireiQ\  orav  fj.7]8ev  (ye)  Swim?'  eiireiv  en, 
KOfiiSfi  5'  a.TTetp7)Koxnv  ev  reus  Spd/j-acnv, 
alpovcriv,  Hiairep  So.ktv\ov,  tt\v  ixrixavyv, 
Kal  toTs  Oecc/xevoicriv  airoxpd»''''a>s  fx€1- 
'llfiiv  Se  tccCt'  ovk  eariv,  aAA'  hiravra  Set 
evpetv,  6v6/j.ara  Kaivd,  ra  StaKrjfxeva 
•np6repov,  to  vvv  irapovra,  tijv  KaTa<rrpo<pr,v, 
ttV  eia,8o\7]v  •   av  'iv  ri  tovtwv  irapaKitrri, 
Xpe/jL-qs  Tis,  7)  $eL8a)i>  ris,  eKcrvpirrerai  ■ 
rirjAf?  Se  t<xEt'  e^ecrri  Kal  TevKpy  irote'iv. 
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more  than  three,  from  any  single  piece,  among  the  900  lines 
which  remain.  Thus  all  possibility  of  judging  his  dramatic 
power  is  precluded. 

§  285.  Three  sons  of  Aristophanes  are  mentioned,  Araros, 
Philippics,  and  Nicostraios,  the  first  of  whom    contended  in 
01.  10 1  with  a  play  of  his  own,  having  already  brought  out  his 
father's  Kokalos  and  sEolosikon  in  earlier  years  (circ.  01.  98). 
About  the  parentage  of  the  others,  scholars  seem  doubtful ;  the 
fragments  of  Nicostratos,  which  are  confused  strangely  with 
those  attributed  to  Philetaerus,  are  the  best.     Passing  by  Ephip- 
pus  and  Epigencs,  we  come  to  £ul>ulos,the  author  of  104  pieces, 
and  regarded  as  occupying  a  transition  place  between  the  Old 
and  Middle  Comedy,  about  the  earlier  half  of  the  fourth  cen- 
tury B.C.     His  subjects  were  chiefly  satires  of  mythic  fables 
and  of  tragic  poets.     His  diction  is  very  pure,  and  his  verses 
seem  to  have  been  often  plagiarised  by  other  comic  poets. 

Anaxandrides  of  Camirus  produced  plays  from  01.  101, 
onward  (Suidas'  favourite  epoch  for  these  poets).  He  was  re- 
puted a  man  of  rich  and  splendid  life,  as  well  as  of  a  con- 
temptuous and  haughty  temper,  who  destroyed  his  works  when 
they  were  not  successful.  He  was  the  author  of  sixty-five 
pieces.  Aristotle  frequently  quotes  him,  and  he  is  said  to 
have  first  introduced  the  TvapQiruv  <pQopal,  so  common  in  New 
Comedy.  This  invention  is,  however,  also  ascribed  to  Aristo- 
phanes. Anaxandrides  is  also  said  to  have  composed  dithy- 
rambs. 

§  286.  Alexis  was  born  at  Thurii  just  before  its  destruction 
by  the  Lucanians,  circ.  B.C.  390,  and  came  probably  with  his 
parents  to  Athens,  where  he  was  made  a  citizen.  He  was  said 
to  have  lived  106  years,  and  to  have  been  productive  up  to  his 
death.  In  a  fragment  he  mentions  the  marriage  of  Ptolemy  Phi- 
ladelphus  (288  B.C.),  and  thus  confirms  this  tradition.  Though 
writing  in  the  style  of  the  Middle  Comedy,  he  lived  far  into 
the  period  of  the  new,  and  is  said  to  have  been  the  uncle  and 
master  of  Menander.  We  have  no  clearer  picture  of  his  mind 
and  work  than  we  have  of  Antiphanes,  though  fragments 
amounting  to  1,000  lines  of  his  245  plays  remain.  He  is 
called  by  some  the  inventor  of  the  stage  parasite,  owing  to  the 
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importance  of  this  character  in  his  plays;  but  the  picture  of  one 
has  been  above  quoted  from  a  fragment  of  Epicharmus,  and 
seems  to  have  been  again  drawn  in  the  Old  Comedy  of  Eupolis. 
The  name  may  "be  due  to  Alexis,  for  Araros'  play,  in  which  it 
occurred,  may  be  posterior  to  Alexis'  early  works.  Attacks  on 
the  school  of  Plato  are  frequent  in  his  fragments,1  but  we  have 
more  remarkable  passages  on  the  hetserae/3 

None  of  them  are  so  clever  as  the  fragments  of  Epi- 
crates  on  Plato's  school,  and  his  picture  of  Lais  in  advanc- 
ing years.3     This  poet  was  an  Ambrakiot,  and  lived  early  in 

1  Meineke,  iii.  421. 

2  Cf.  frag,  of  the  Isostasion,  Meineke,  iii.  422;  also  pp.  382,  451,455, 
468. 


3 


Ibid.  p.  365 


Tcks  f\\v  %Xkas  %anv  avAovcras  ISe'u 
avArjTpidas  irdcras  \\Tr6\Awvos  v6fxov, 

Albs  vifxov  ' 
aurai  tie  /x6vov  avXovaiv  'Upanos  vdfiov. 

Ai/'rrj  8e  Aats  ap")6s  eVrt  Kal  it6tis, 
rb  Ka0'  71/jt.epa.v  opcocra  Ttlveiv  KacrOieiv 
fx6vov  •  iveirovQevai  8e  ravrd  /jloi  Sufcet 
roTs  a.€TO?s  ■   our 01  yap  orav  d>o~iv  veoi. 
4k  rwv  bpSiv  ■xpoPaT'  £o~6'i.ovo~i  Kal  Aayws 
fxerdajp'  avapird^ovres  virb  ttjs  Iffxios  " 
orav  8e  yTjpdaKwcriv  y8r)  Tore  .  .  . 
tirl  tovs  vews  'l£ov<ri  ireivwvrfs  nanus' 
K&irena  tout'1  ilvai  vopifcrat  ripas. 
Kal  Aats  bpdws  yovv  vofil^oir''  av  -repay  ' 
avTt)  yap  ottot'  i\v  fxiv  veorrbs  Kal  via, 
xnrb  roiv  aTarripaiv  ?iv  aTrriypico/xevri, 
cities  8'  av  avTTJs  $apvd@a£op  darrov  &v. 
eVel  Se  SoAixov  rots  irscnv  tftir)  rpexei, 
ras  apfiovias  T€  SiaxaAa  rov  o-wfiaros, 
I5e?v  fiiv  avr^v  paov  £o~ri  Kal  irrvaai  ■ 
il-epxerai  re  iravTaxSo-'  ^Srj  irwfxivq, 
Se'xeroi  Se  Kal  crrarripa  Kal  Tpi&fioKov, 
Tpoaierai  8e  Kal  yipovra  Kal  viov  ' 
ovrte  8e  Ttdaabs  ytyovev,  <£(Tt',  S>  (piXrafaif 
rapyvpiov  e'/c  tt)s  xelP°s  ^8tj  Aa/xfidvei. 
p.  370  :  A.  Tt  TlKdruiv 

Kal  'S-nevannrus  nd    MeviSyj/xos, 
irpbs  Ti'trt  vvvl  SiaTpi^ovaiv  ; 


478  HISTORY  OF  GREEK  LITERATURE.  CH.  xxn. 

the  period  before  us.  It  were  tedious  to  repeat  the  same 
remarks  on  Anaxilas,  and  Aristophon,  and  Cratinus  junior,  and 
Amphis :  all  these  are  but  names.  Perhaps  Timocles,  the 
satirist  of  Demosthenes,  deserves  mention,  as  apparently  the 
purest  Attic  writer,  and  the  most  pungent  in  style,  of  all  the  list. 
He  is  the  only  one  of  them  whose  scanty  remains  excite  a 
strong  regret  that  time  has  not  spared  us  more  of  his  poetry. 

Troia  cppovris,  irciios  8e  \6yos 

Siepevfcirai  irapa  rolcriv ; 

to  5e  fioi  izivvTus,  elf  ti  KareiS&s 

jj/ce/y,  Ae'|or,  irpbs  yas  ■  ■  ■ 

B.  oAA'  o'iSa  Aeyeiv  irepl  TcovSe  (ratpcis ' 

Tlavadrjvaiois  yap  lb~£>v  ayi\T]v 

ixeipaitiuv 

ev  yv/xvacriois  'AKaSri/nlas 

tjKOvcra  \6yuv  acpaTcuv  aToircov  ' 

irepl  yap  -pvcrews  acpopitf/nevoi 

5iex<&pt£oi/  ^(ftiiv  T6  fSiov 

HevSpcov  Te  (pvfftv  Aaxdvcov  te  yivr). 

/cot'  iv  tovtols  ri)v  koAokvvttjv 

itfira^ov  twos  icn\  yevovs. 

A.  Ka\  ti  itot'  &p"  iipiaai  to  xal  rivos  yivovs 
ilvai  to  <pvr6v  ;  SrjAcoa'oi',  el  Ka.Tot.o~6d  n. 

B.  -rpwTicTTa  yut v  oZv  -ravres  avavSeTs 
toV  i-rio-Tt)ffav,  Kal  KuipavTes 
XP&vov  ovk  6\iyov  8te<pp6vTt£ov. 
/car'  i^aicpvris  en  kvttt6vto)v 

Kal  £r)TOWTCov  twv  /neipaKio-v 
Xaxavov  tls  %<pr!  crrpoyyvKov  tlvai, 
iroiav  8'  aWos,  SevSpov  6"  eVepos. 
TaTna  8'  aKovcov  laTp6s  tis 
2i/ceAas  curb  yas  Kairi~rapb"  avTuv 

&1S  hl'pOVVTUV. 

A.  ^  irov  Seivuis  dipyio~9r)G~av 
Xteva^todai  t'  ipdr/ffaw 

to  yap  iv  \io~xaiS  Talo'Se  roiavTl 
ironTv  airpeires. 

B.  ovS'  ijj.z\r\o~zv  toIs  /xeipaKiots  ' 

6  XWdrccv  Se  -rapuv  /col  fj.d\a  irpdwT;, 
ovSiv  optvdeis,  i~TGTa£  avrois 
ird\iv  .   .   . 

a.<popi£ea9ai  tIvos  iffrl  yivovs ' 
oi  S(  fiirjpovv. 
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His  picture  of  Autocleides  sitting  like  Orestes  at  the  altar,  sur- 
rounded by  notorious  courtesans,  because  he  had  despised 
their  charms,  suggests  a  brilliant  and  effective  parody.1 

As  I  said  before,  the  enormous  fertility  of  these  poets 
compared  with  the  small  number  of  their  victories — even  Anti- 
phanes  and  Alexis  each  won  only  about  fifteen  times — makes 
it  probable  that  they  intended  their  plays  to  be  read,  and  ful- 
filled the  office  of  the  critical  press  in  our  days.  This  very 
condition  would  explain  the  slight  permanent  effect  they  pro- 
duced in  Greek  literature.  Like  our  newspapers,  these  plays 
were  only  intended  for  momentary  purposes,  and  in  the  next 
generation  their  importance  had  passed  away  for  all  except 
historians  and  antiquaries.  This,  too,  would  account  for  their 
want  of  seriousness.  They  had  retired  from  the  agora  of 
politics  :  they  had  not  yet  unclosed  the  secrets  of  domestic  life, 
with  which  their  successors  charmed  and  impressed  society. 
So  they  wandered  in  the  streets  and  markets  without  certain 
aim,  and  drew  from  the  outside  mean  and  trivial  phases  of 
human  character. 

§  287.  We  pass  to  the  New  Comedy,  to  which  the  gramma- 
rians assign  the  period  from  the  extinction  of  Greek  liberty  by 
Philip  to  the  rise  of  the  Alexandrian  school.2  Indeed,  the 
latest  poets  of  this  epoch  composed  their  plays  at  Alexandria, 
as,  for  example,  Machon,  who  is  said  to  have  instructed  the 
grammarian  Aristophanes  in  the  history  and  nature  of  comedy.3 
Sixty-four  of  these  writers  were  known,  and  many  hundred 
plays,  but  we  now  possess  only  a  volume  of  fragments,4  which 
give  us  no  better  information  than  that  afforded  concerning  the 
Middle  Comedy.  From  the  considerable  body  of  Menander's 
fragments  no  vestige  of  a  plot  could  be  recovered,  had  not 
later  critics  given  us  some  slight  sketches,  and  had  not  the 
Roman  comedians  honestly  told  us  how  they  had  borrowed 
from  him  both  plot  and  language.     But  even  here  the  unfortu- 

1  Meineke,  i.  432.  2  Ci/r.  340-270  B.C. 

3  This  Machon  was  also  the  author  of  a  collection  of  anecdotes  in  ele- 
gant trimeter  iambics,  called  xP^at>  an(i  often  cited  by  Athenseus. 

4  Meineke,  vol.  iv. 
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nate  habit  of  filling  up  the  incidents  of  the  plot  with  scenes 
from  a  second  Greek  original  has  obscured  our  best  source. 

As  in  the  case  of  the  Middle  Comedy,  I  shall  not  attempt 
an  enumeration  of  the  extant  titles  and  fragments — a  dry  and 
fruitless  task,  and  one  in  which  the  dull  uniformity  of  moral 
platitudes,  commonplace  complaints  of  human  troubles,  and 
details  of  cookery,  weary  the  modern  student.  But  this  uni- 
formity is  not  altogether  to  be  regarded  as  the  vice  of  the 
New  Comedy,  but  rather  as  the  consequence  of  our  fragments 
being  either  derived  from  Athenseus,  who  searched  all  this 
literature  for  the  archaeology  of  cooks  and  cookery,  or  from 
Stobseus',  and  other  collections  of  moral  sayings — a  most  un- 
fortunate and  worthless  kind  of  citation,  which  never  repro- 
duced the  dramatic  or  really  characteristic  points  of  a  play,  but 
selected  those  generalities  which  were  suitable  for  random 
quotation. 

§  288.  The  general  features  of  the  New  Comedy  as  compared 
with  its  forerunners,  have  been  carefully  described  by  many 
critics.  The  collection  of  facts  will  be  found  in  Meineke,  who  is 
always  instructive,  even  when  his  inferences  are  wrong.  He 
rightly,  however,  points  out  the  mistake  of  believing  that  these 
poets  confined  themselves  to  domestic  life  in  their  plots. 
Athenseus'  quotations  show  that  in  Diphilus,  for  example,  the 
cook  and  parasite — leading  features  in  the  Middle  Comedy — 
were  still  prominent  figures.  The  philosophers  of  the  day, 
Epicurus,  Zeno,  and  the  rest,  were  still  the  constant  butt  of  the 
dramatists.  Mythological  parody,  and  ridicule  of  the  tragic 
poets,  were  not  extinct ;  and,  what  is  still  stranger,  and  very 
much  overlooked,  political  attacks  on  living  personages,  not 
excepting  Alexander  the  Great,  were  freely  and  boldly  made, 
as  can  be  shown  from  the  extant  fragments.  Thus  all  the  per- 
manent features  of  the  Old  Comedy  were  inherited  through 
the  Middle  by  the  New  ;  indeed,  I  am  not  sure  that  the  poli- 
tical boldness  of  Philippides,  who  flourished  about  01.  120,  in 
the  days  of  Lysimachus,  can  be  paralleled  anywhere  save  in 
the  Old  Comedy. 

§  289.  Yet  these  things  are  forgotten  on  account  of  the  in- 
creased importance  of  a  certain  kind  of  play,  which  had  obtained 
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little  prominence  in  older  days — the  drama  of  domestic  life,  in 
which,  as  in  the  modern  novel,  love  affairs  were  the  almost 
universal  subject.  The  Attic  family,  as  may  well  be  imagined, 
afforded  little  scope  for  variety  of  incidents,  or  for  that  large 
psychological  study  which  makes  the  modern  novel  so  im- 
portant a  branch  of  literature.  We  are  told  that  Aristophanes, 
in  one  of  his  latest  dramas,  the  Kokalos,  had  anticipated  the 
staple  device  of  his  successors — the  mishap  of  a  respectable 
maiden,  and  her  rehabilitation  by  marriage  at  the  end  of  the 
piece.  As  seduction  was  well-nigh  impossible,  owing  to  'die 
secluded  habits  of  Greek  maidens,1  the  poets  had  recourse  to 
violence  done  in  consequence  of  intoxication,  and  thus  they 
made  room  for  the  recognition  which  would  otherwise  have  been 
absurd.  But  we  may  well  ask  whether  this  sort  of  violence 
was  at  all  more  probable,  and  whether  the  basis  of  these  plots 
was  not  only  an  offensive,  but  an  impossible  occurrence  in 
ordinary  Attic  life.  In  the  complications  which  follow  we  have 
certain  general  types  repeated  without  much  variety,  and  repre- 
sented by  fixed  marks.  There  were  two  kinds  of  old  men,  the 
harsh,  and  the  indulgent,  father ;  two  kinds  of  sons,  the  scape- 
grace and  the  sedate ;  two  kinds  of  women,  the  injured  maiden, 
who  seldom  appears,  and  the  designing  courtesan.  The  brag- 
gart captain,  the  time-serving  parasite,  and  the  knowing  slave, 
who  serves  his  young  master  or  mistress,  and  outwits  the 
elders — these  make  up  the  remainder  of  the  characters.2 

This  is  the  sort  of  play  which  is  known  to  us  as  a  New 
Comedy,  and  which  has  made  its  impress  on  the  world  through 
the  imitation  of  the  Romans.  When  we  hear  it  repeated  that 
all  these  poets  went  back  to  Euripides  as  a  model,  and  that  he 
was  the  real  founder  of  this  drama  of  intrigue,  and  thus  of  genteel 
comedy — such  a  piece  of  criticism  conveys  to  me  no  meaning. 

1  The  seduction  of  a  married  woman  is  also  unheard  of  in  the  New 
Comedy,  and  this  should  be  insisted  on,  as  some  German  historians  have 
spoken  of  Verfiihrer  as  usual  (Nicolai,  i.  235).  Thus  the  Attic  public 
would  not  tolerate  what  the  courtiers  of  Charles  II.  enjoyed  and  modern 
Frenchmen  witness  without  revulsion. 

2  Apuleius  mentions  the  Roman  technical  names  :  leno  perjurus,amatot 
fervidus,  servielus  callidus,  arnica  illudens,  soda/is  opitulator,  miles  prcs- 
Ha/or  (gloriosus),  parasites  e<fax,  meretrix procax. 

VOL.   I.  —  21 
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The  style  of  Euripides,  in  which  Aristotle  praises  the  peculiar 
secret  of  saying  things  clearly  and  elegantly  with  the  plainest 
and  commonest  words,  was  certainly  the  model  of  the  New 
Comedy.  Hence  Diphilus  said  that  he  would  willingly  hang 
himself  if  he  could  be  certain  of  meeting  Euripides.  For  to 
poets  with  little  variety  of  plot,  excellence  of  style  was  of  the 
last  importance,  and  made  the  difference  of  success  or  failure. 
But,  so  far  as  I  can  see,  Euripides  was  no  more  a  model  for 
Menander  than  he  was  for  Antiphanes  or  Alexis.1  In  style  he 
was  acknowledged  a  model  not  to  them  only,  but  to  Aristo- 
phanes, their  master. 

§  290.  I  will  notice  a  few  of  the  more  important  names 
among  the  sixty-four  poets  of  this  period,  reserving  Menander 
for  the  last. 

Philemon  of  Soli  appeared  as  a  writer  about  01.  112,  and 
died  at  a  very  advanced  age,  in  01.  129,  3.  Fragments  of 
fifty- six  from  his  ninety  plays  are  extant.  He  is  not  easily  dis- 
tinguishable from  his  son,  the  younger  Philemon,  to  whom 
fifty-four  were  attributed.  His  'YvofioXi fialoQ  was  said  to  be 
directly  suggested  by,  and  to  have  criticised,  Aristophanes' 
Kokalos.  The  majority  of  Philemon's  fragments,  being  pre- 
served by  Stobaeus,  are  elegant,  but  not  profound,  reflections 
on  the  'changes  and  chances  of  this  mortal  life.'  In  his 
Philosophus  he  ridiculed  the  Stoic  sect,2  which  was  not  at 
all  to  the  taste  of  the  play-going  Attic  public.  His  plays 
were  used  as  models  by  Plautus.3     He  was  constantly  pitted 

1  The  importance  of  the  prologue  in  comedy  can  hardly  be  ascribed  to 
his  example,  seeing  that  it  was  the  natural  resource  for  expounding  the 
opening  situation,  and  as  such  had  been  used  by  ^Eschylus.  Moreover,  in  the 
absence  of  &parabasis,  the  poet  could  find  no  other  means  of  communica- 
ting directly  with  his  audience,  as  we  see  in  Terence.  The  long  rhetorical 
debates  between  plaintiff  and  defendant,  which  Euripides  draws  out  upon 
his  stage,  were  not  only  strange,  but  positively  distasteful  to  the  later  comic 
poets. 

2  Cf.  Meineke,  iv.  29  : 

<pi\ocro(piav  koliv^v  yap  ovros  <pi\o<ro<l>u, 
irnvrjv  SiSotricei  ko.1  /j.a.9r)Tas  \tytj8<£vei. 
eh  &pTOS,  o\\/ov  Icrxas,  hmrwiv  i/'8o>p. 

3  Particularly  his  @riffavp6s  for  the  Trinummus,  and  his%tiropos  for  the 
Mercator. 
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against  his  younger  contemporary  Menander,  and  often  de- 
feated him,  so  that  there  was  much  jealousy  between  them,  as 
sundry  anecdotes  testify.  Diphilus  of  Sinope  was  a  contempo- 
rary of  Menander,  and  younger  than  Philemon.  His  intimacy 
with  celebrated  courtesans,  and  his  frequent  representation 
of  them  on  the  stage,  remind  us  of  Antiphanes  and  Alexis. 
As  most  of  the  extant  fragments  come  from  Athenseus,  they 
are  full  of  cookery,  and  these,  together  with  the  occurrence  of 
some  mythological  titles,  make  his  fragments  appear  quite 
similar  in  character  to  those  of  the  Middle  Comedy.  Though 
the  Antiatticista  complains  of  sundry  late  words  used  by  him, 
his  style  is  pure  and  bright.  His  KX^pov/ievoi  was  the  model  of 
Plautus'  Casinct,  as  we  learn  from  the  prologue.  So  also  the 
lost  Commorientes  of  Plautus  was  copied  from  the  like  play  of 
Diphilus,  and  then  by  Terence  in  his  Addphi.  The  Rudens 
of  Plautus  was  likewise  due  to  a  play  of  Diphilus.  Our  longest 
fragment  (forty-one  lines)  is  from  the  Painter,  and  describes  a 
cook  telling  what  sort  of  banquets  he  prepares  for  his  various 
clients. 

From  Hipparchus,  Lynceus,  and  Archedicus  we  have  similar 
notes  on  cookery. 

§  291.  More  important  was  Apollodorus  of  Carystos  (there 
were  other  poets  of  the  name),  from  whom  we  have  a  long  frag- 
ment on  the  philosophy  of  pleasure,  which  Epicurus  was  then 
advocating  at  Athens.1  He  is  remarkable  as  having  afforded 
Terence  the  models  of  two  plays,  the  Hecyra  and  Phormio? 
We  may  perhaps  venture  to  offer  a  judgment  on  Apollodorus 
from  the  evidence  afforded  by  these  two  plays.  The  Phormio 
is  a  very  ingeniously  constructed  comedy  with  a  double  in- 
trigue, which  seems  not  due  to  any  contaminatio  by  Terence. 
It  is  full  of  interesting  passages  of  great  merit  as  stage 
scenes,  though  we  perceive  no  regard  whatever  towards  morals, 
and  it  is  only  the  success  or  failure  of  knavery  which  deter- 

1  Cf.  the  similar  long  extract  from  the  <rwTp6cpoi  of  Damoxenus  (seventy 
lines)  in  Meineke,  iv.  530,  and  another  more  dramatic  scene  between  an 
angry  father  and  a  slave  in  Baton's  'Svue^airarwv,  Ibid.  p.  502. 

2  The  Greek  title  of  the  latter  was  ''E-mSiKa^o/j.lvri,  according  to  Donatus' 
correction  of  Terence's  Prologue.     Cf.  Meineke,  i.  p.  464. 
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mines  approval  or  censure.  The  Hecym,  which  found  great 
difficulty  in  obtaining  a  hearing,  is  very  inferior  in  power, 
the  sonpirant  being  a  tearful  and  colourless  youth,  and  his 
slave  confidant  stupid  and  tiresome.  The  really  curious  fea- 
ture in  the  play  is  the  honest  courtesan,  who  sets  herself  to 
restore  peace  and  harmony  in  the  disturbed  family,  and  recon- 
cile her  former  lover  with  his  new  wife.  This  Bacchis  is  the 
Dame  aux  Camelias  of  ancient  comedy,  without  the  tragic 
points.  She  is  appealed  to  by  her  lover's  father  to  help  him. 
She  thinks  more  of  the  young  man's  future  than  of  her  own 
selfish  ends.  It  marks,  I  think,  a  real  novelty  in  the  New,  as 
compared  to  the  Middle,  Comedy,  that  a  harlot  should  be  thus 
glorified.  For  all  through  the  Middle  Comedy,  and  generally 
in  the  New,  they  were  brought  upon  the  stage  with  a  full 
display  of  their  moral  ugliness. 

Of  Philippidcs'  forty-four  plays  fifteen  titles  remain.  There 
is  nothing  to  add  to  what  I  have  observed  concerning  him 
already,  except  that  a  psephism  honouring  his  patriotism  was 
found  in  the  theatre  at  Athens  in  the  excavations  of  1862. 
Our  principal  interest  in  Posidippus,  who  came  immediately 
after  Menander,  is  the  splendid  sitting  portrait  statue  of  him, 
now  in  the  Vatican  at  Rome,  which  represents  him  as  a  care- 
worn, thoughtful  philosopher,  not  without  traces  of  humour 
between  the  lines.1  Demophilus  is  only  known  by  the  record 
of  Plautus,  ^yho  took  his  Wild  Ass  for  a  model  in  his  Asinaria. 

§  292.  I  will  now  close  this  barren  enumeration,  merely  re- 
marking that,  owing  to  the  likeness  of  subject  and  treatment, 
the  same  titles  were  as  frequently  used  by  different  comic  poets 
as  we  formerly  noted  common  titles  used  in  tragedy.  We 
have  Adelphi,  Epidicazomc?ii,  and  Synephebi,  and  Philadelphia 
and  Anargyri,  and  a  host  of  other  such  names.     The  same  rule 

1  There  is  an  interesting  protest  against  the  tyranny  of  the  Attic  purists 
in  \nsfrag.  incert.  2  : 

'EWas  fx4v  iffri  fila,  irSAeis  5e  irAeloves 
rrv  fxhv  aTTticifais,  i)v'ui   tt.v  (poavrjv  Aeyps 
avrov  tiV,  ol  5'  "EAArjj/es  eAA.Tjj/j'fo/uef 
rl  TTpoatiiaTpiPwv  <ruA\a&a.7s  nal  ypd/j./xaffiv 
t^v  evTpaTre\loi>v  els  artSiau  &yeis  ; 
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applied  to  characters  in  the  plays.  It  is  one  of  the  remarkable 
negligences  of  the  New  Comedy,  that  it  did  not  seek  to  fix  a 
peculiar  and  successful  picture  of  character  by  giving  it  a  fixed 
name,  and  so  handing  it  down,  as  it  were,  with  its  trade- mark 
to  posterity.  The  names  of  characters,  Simo,  Chremes,  Pam- 
phihis,  Davus,  Syn/s,  Sostrata,  &c.  were  so  indifferently  applied, 
that  the  Roman  imitators  changed  them  without  any  care.  They 
were  like  the  ordinary  names  set  to  the  figures  in  the  social 
comedies  which  Mr.  Du  Maurier  draws  in  Punch.  These  little 
sketches  have  indeed  a  great  deal  in  common  with  the  New 
Comedy.  In  both  it  is  not  the  character,  but  the  situation,  not 
the  person  who  speaks,  but  the  thing  said,  which  is  the  matter  of 
impoitance.  Hence,  though  the  ordinary  characters  of  society 
constantly  reappear,  and  so  produce  uniformity  of  colour,  they 
are  not  distinct  individuals  belonging  to  each  class,  and  there- 
fore not  worth  being  noted  by  a  special  and  exclusive  name. l 

§  293.  We  may  fitly  close  our  chapter  on  Comedy  with  a 
notice  of  Menander,  the  acknowledged  master  and  representa- 
tive of  the  period.  He  was  an  Athenian  by  birth,  the  child  of 
Hegesistrataand  of  Diopeithes,  the  general  whom  Demosthenes 
defended  in  his  speech  On  the  Chersonese.  In  the  very  year  of 
this  speech,  342  B.C.,  Menander  was  born.  He  was  fortunate 
in  obtaining  the  friendship  of  Epicurus,  and  probably  of  Theo- 
phrastus,  in  whose  school  psychological  studies  of  charac 
ter  were  prosecuted  with  much  care.  Critics  who  accept  the 
extant  Characters  as  Theophrastus'  work,  have  compared  its 
appearance  in  the  days  of  Menander  with  the  like  association 
between  the  Caracteres  of  La  Bruyere  and  the  comedies  of 
Moliere.  The  philosophic  intercourse  of  his  friends  alternated, 
in  Menander's  case,  with  indulgence  in  all  the  pleasures  of 
sense.  He  was  exceedingly  luxurious  and  devoted  to  women, 
so  much  so  that  his  connection  with  Glycera  is  not  less 
renowned  than  his  intimacy  with  Epicurus.     It  is  indeed  the 

1  This  is  the  case  even  in  Menander's  famous  play  of  the  Superstitious 
Man  (Aeta-iSaiixwv).  We  happen  to  know  that  the  leading  character  was 
called  Pheidias;  nevertheless,  in  none  of  the  references  to  this  play,  and  to 
its  excellence  as  a  psychological  drawing,  do  we  hear  of  'the  Pheidias  of 
Menander. ' 
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weakest  point  in  Epicurus'  system,  that  during  his  life,  and 
while  he  was  there  to  correct  it,  the  lowest  and  most  sensual 
interpretation  was  given  to  his  doctrine  of  Utility.  He  called 
it  Pleasure  (//ooj-jj),  and  his  contemporaries  took  him  at  his 
word. 

Menander  brought  out  his  first  comedy  the  year  of  Demos- 
thenes' and  Hypereides'  death  (322  B.C.),  and  so  a  new  genius 
in  poetry  arose  to  survive  the  last  great  masters  in  prose.  But 
it  was  no  new  kind  of  poetry  ;  it  was  only  a  perfection  of  the 
already  fashionable  form.  Doubtless  the  friend  of  Theophrastus 
studied  the  tracts  of  Aristotle  on  poetry,  and  we  know  that  Men- 
ander's  drama  was  the  very  kind  of  play  which  corresponded  to 
Aristotle's  theory.  The  poet  won  his  first  prize  in  321  B.C. 
with  the  'Opy//,  and  from  that  time  brought  out  in  rapid  suc- 
cession 108  plays.  He  enjoyed  the  favour,  and  suffered  from 
the  suspicion,  of  the  autocrats  who  then  ruled  Athens,  but 
doubtless  found  means  to  conciliate  those  in  power,  as  he  was 
essentially  a  courtier,  and  fond  of  the  splendour  of  high  society. 
He  was  drowned  while  bathing  in  the  Peirseus  at  the  age  of 
fifty-two.  The  Athenians  erected  him  a  tomb  near  the  ceno- 
taph of  Euripides,  the  older  poet  whom  he  most  loved  and 
imitated. 

Our  information  on  the  plots  of  Menander  is  scanty,  but 
sufficient  for  a  general  estimate.  I  am  not  aware  that  Plautus 
ever  distinctly  mentions  him  as  his  model,  and  perhaps  to  the 
older  and  ruder  Roman  master  the  plays  of  Philemon  offered 
greater  facilities  for  transference  to  a  foreign  stage.1  On  the 
other  hand,  Terence,  living  in  a  more  polished  circle,  was 
evidently  anxious  to  produce  the  acknowledged  master  of  style, 
Menander,  in  Roman  dress,  but  found  the  amount  of  incident 
so  insufficient,  that  he  ordinarily  worked  up  two  plots,  or  scenes 
from  two  plays  of  Menander,  in  each  of  his  comedies.  We 
know  this  to  be  the  case  even  in  the  Eunuchus?  and  in  the  Sdf- 

1  The  Stichus  and  Bacchides  are,  however,  said  to  be  derived  from  the 
Philadelphi  and  Double  Deceiver  (51s  i^airarwi')  of  Menander. 

2  Cf.  the  Prologue,  v.  30,  on  his  obligations  to  the  k6\u^.  We  learn 
from  an  old  note  on  Persius,  Sat  v.  1 61,  sq.,  where  a  passage  is  adapted 
from  Menander's  Eunuchtis,  that  Terence  also  changed  all  the  names  of 
the  characters. 
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Tormentor  (lavrov  Ttfiwpovfiei'oc),  which  are  professedly  based 
on  the  like-named  plays  of  Menander.  The  grammarian  ^Elius 
Donatus,  however  (in  his  notes  on  Terence),  and  Aulus  Gellius1 
have  saved  for  us  sketches  (with  extracts)  of  three  arguments  : 
the  Treasure,  the  Apparition?  and  the  -k\6kiov.z  The  last 
story  was  treated  by  other  dramatists,  and  much  resembles  that 
of  the  Hecyra. 

These  plots,  such  as  we  have  them,  offer  so  few  distinctive 
features,  they  are  so  homogeneous  with  the  plots  borrowed 
from  Philemon,  Diphilus,  and  Apollodorus,  that  we  may  safely 
assert  Menander's  superiority  did  not  consist  in  ingenuity  of 
invention.  The  secret  of  his  success  was  in  his  more  elegant  ■ 
handling  of  the  materials  and  devices  common  to  other  poets. 
He  must  have  stood  to  them  in  the  same  sort  of  relation  that 
Terence  did  to  other  Roman  dramatists.  A  critic  tells  us  that 
Philemon  worked  up  his  dialogue  with  such  care  as  to  be 
superior  for  reading  purposes,  and  that  on  the  stage  only  could 
Menander  be  fully  appreciated.  This  remark  does  not  agree 
with  the  fact  that  Menander  was  in  after  days  chosen  for  the 
reading  lessons  of  growing  boys  and  girls.  But  there  is  so 
much  of  a  calm  gentlemanly  morality  about  his  fragments  ; 
he  is  so  excellent  a  teacher  of  the  ordinary  world-wisdom — 
resignation,  good  temper,  moderation,  friendliness — that  we  can 
well  understand  this  popularity.  He  reflected,  if  not  the  best, 
at  least  the  most  polite  and  refined  life  of  the  age  ;  and  he 
reflected  it  so  accurately  as  to  draw  from  an  admirer  the 
exclamation,  '  O  life,  O  Menander,  which  of  you  has  imitated 
the  other  ? ' 

We  have  no  means  of  judging  more  closely  the  poet's 
economy.  We  know  that  he  reproduced  the  prologue  of 
Euripides  so  accurately,  that  he  even  used  the  various  per- 
sonages— from  protagonists  to  allegorical  figures — to  which  the 

1  Noct.  Ait.  ii.  23. 

2  The  $cto>ia  of  Menander  had  been  produced  at  Rome  by  Luscius 
Lavinius,  to  which  Terence  alludes  in  the  prologue  of  his  Eunuchus.  In 
a  note  Donatus  gives  a  brief  sketch  of  the  story. 

3  Whether  a  proper  name,  or  the  necklace  by  which  the  maiden 
Pamphila  is  recognised,  remains  uncertain. 
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tragic  prologues  had  been  entrusted.  The  very  numerous  frag- 
ments which  are  still  incompletely  collected,  even  by  Meineke, 
are  partly  from  Stobaeus  and  Athenaeus,  partly  from  scholiasts 
or  other  Greek  authors,  partly  from  the  notes  of  Donatus  on 
Terence.  Thus  the  notes  on  the  prologue  of  the  Latin  Andi'ia 
tell  us  of  the  openings  of  that  play  and  the  Periut/iia,  from  which 
Terence  patched  together  Ins  comedy,  and  in  some  dozen  other 
passages  Donatus  gives  the  Greek  original  for  a  Latin  phrase. 

The  Tewpyoc,  the  $u<7/uo,  the  Qr/aavpoc,  the  MitTOVfievoc,  the  Ilf- 

piKEiponirr},  the  ~Mtaoyvi'r]c  are  all  noted  as  celebrated  plays.  So 
was  the  Superstitious  Alan  (cttinca<i.iu))),  from  which  Plutarch  is 
supposed  to  have  borrowed  in  his  tract  of  the  subject.1  To 
this  the  Priestess  afforded  the  female  parallel.  Perhaps  the 
most  brilliant  was  the  Thais,  in  which  the  manners  and  cha- 
racter of  that  personage  were  painted  with  thorough  experience 
as  well  as  genius.  The  opening  words  of  the  prologue  are 
preserved.2  There  is  a  good  specimen  of  his  gentle  pessimism 
in  the  Thesphorumena?     I  quote  below  a  few  more  fragments.4 

1  Meineke,  iv.  p.  ioo. 

2  'E,uol  fx\v  ouv  deide  tolo.uti)v,  Bed, 
Qpacruav,  wpaiav  re  Kal  irt9aur]u  dfia, 
aBiKovaau,  dnoKXiiovaav,  anovcrav  trvKva, 
ovdevbs  ipaxrav,  Trpoairoiovfituvt'  5'  det. 

s  Mein.  p.  134. 

*  Ibid.  vol.  iv.  p.  149  : 

n\'/j.r)u  eyk  robs  irAovalovs,  Si  $avia, 

ols  fi^i  to  Savei^eadat  irpoaeaTiv,  ov  crrevtiv 

ras  vvKTas,  oub~e  crTp€(po/j.fvovs  dual  Karui 

o¥/jloi  Aeyeiv,  rjSbv  5«  Kal  irpaSu  riva 

VTtvov  KadevSeiv,  dWa  tSiv  tttoox&v  riva. 

vvvl  8e  Kal  robs  /xaKaplovs  Ka\ov/Aevovs 

vfxds  bpui  irovovvTas  Tjfuv  tfxcpepTJ. 

dp'  iffrl  crvyyeves  ri  Ainrr)  Kal  /810s  ; 

Tpv<pep$  /3i6D  o~vveo~Tiv,  iv56^oi  jSi&j 

irdpeo~Tiv,  dwipw  avyKarayripdcrKet  flLcp. 
Ibid.  p.  211  : 

Tovtov  £\>TVX*o~TaTOV  Aeyai, 
offTis  Oewprjcras  aXinrcos,  Hapfitvtov, 
ra  ffe/xva  ravr'  dwrj\6ev,  '66ev  tfA9ei>,  raxv, 
rbv  tfAiov  rbv  kolvSv,  darp,  vSaip,  vi<p7\, 
irvp  •   raura  Kav  tKarbv  %tt)  fiiMS  del 
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Attacks  on  marriage,  assertions  of  the  supremacy  of  For- 
tune, advices  on  good  manners— these,  expressed  with  the  great- 
est neatness  and  clearness,  and  in  the  new  Attic  dialect  of 
the  better  classes  of  his  day,  made  Menander  the  delight  of 
succeeding  generations.  The  purists  indeed  attacked  him  for 
deviations  from  the  strict  laws  of  Attic  speech  ;  but  more 
sympathetic  critics  extolled  his  style  as  far  superior  even  to 
that  of  Demosthenes.  The  contrast  to  the  latter  was  indeed 
remarkable,  and  brings  out  one  leading  feature  in  the  diction 
of  the  New  Comedy — its  utter  avoidance  of  rhetoric.  To  ears 
wearied  with  the  periods  of  Isocrates,  Demosthenes,  and  all  the 
herd  of  their  inferior  followers,  the  ease  and  natural  grace  of 
Menander  must  have  been  truly  fascinating.  Even  Aristotle's 
uncouthness  must  have  been  a  pleasant  relief. 

§  294.  Accordingly  Menander  was  widely  studied.  Aristo- 
phanes of  Byzantium  commented  specially  upon  him,  echoed  by 
Didymus.  The  rhetor  Alciphron,  in  the  second  century  a.d., 
composed  an  elegant  correspondence  between  the  poet  and  his 
mistress  Glycera,  in  which  he  utilised  the  plays.  Plutarch  drew 
out  a  comparison  of  Aristophanes  and  Menander,  in  which  he 
depreciates  the  wild  exuberance  of  the  older  poet  and  extols  the 
elegance,  the  terseness,  and  the  literary  finish  of  his  later  rival. 
Moral  gnomes,  expressed  in  single  verses,  are  still  extant  in 
collections  amounting  to  750  lines,  many  of  them  no  doubt 
spurious.  These,  and  the  first  score  of  the  fragments  of  uncer- 
tain plays  (in  Meineke's  collection),  are  the  most  characteristic 
of  Menander's  philosophy. 

We  are  told  that  his  plays  were  known  in  Byzantine  days, 

oi^f  vapovra,  ko.v  eviavrovs  (T<p6§p  oKiyovs, 
aefxv6repa  rovrcov  erepa  5'  ovk  ttyet  ttot4. 
Tlaffjyvpiv  v6fu<r6v  tiv'  elvai  rhv  xp^vov, 
'6v  (prifii,  rovrov  fj  ,iri$riluiav,  ev  if 
ox^os,  ayopd,  K\eirTai,  KvfieTai,  Siarpiflal  • 
tiv  TrpaiTOV  airlys  Ka.Takvo~eis,  fitXrlova 
4<p68i  ixwv  o.ir?i\des  ix^p^s  ovSevi  ■ 
6  ■n-pocrSia.Tpifiwv  51  eKOTriaaev  airo\ecras, 
KaKuts  re  y-qpaiv  eVSer/s  rov  yiyverai, 
fefi.@6fi.evos  exdpovs  evp\  eiref3ov\ev9ri  wo9ev, 
ovk  ev9a.v6.Tws  aTrrjKdev  e\9wv  els  xp^vov. 
2  1* 
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and  they  were  certainly  used  by  Eustathius  when  composing 
his  commentary  on  Homer  (circ.  1160  a.d.).  Leone  Allacci 
even  speaks  of  twenty-four  comedies  being  extant  at  Constan- 
tinople in  the  seventeenth  century.  And  this  is  not  incon- 
sistent with  the  account  of  Demetrios  Chalkondylas,  who  says 
that  the  MSS.  of  Menander  and  Philemon,  together  with  the 
erotic  poems  of  the  old  lyric  poets,  were  destroyed  by  Byzantine 
emperors  at  the  instigation  of  zealot  monks,  who  desired  to 
replace  them  with  the  effusions  of  Gregory  Nazianzen.  A  stray 
copy  might  easily  survive  such  a  persecution.  But  as  yet  all 
search  for  the  plays  of  Menander  in  Greek  convents  has  been 
unavailing. l 

I  confess  to  greater  regret  for  the  splendid  old  lyrists, 
Alcseus,  Sappho,  Mimnermus,  than  for  this  later  model  of 
exquisite  style.  His  plays  would  have  been  excellent  for  school 
reading ;  they  would  have  inspired  endless  imitations  among 
the  moderns  ;  they  would  have  shown  us  what  was  the  best  and 
purest  literature  which  the  Attic  decadence  was  able  to  pro- 
duce. But  no  modern  critic  would  have  ventured  to  endorse 
the  judgment  of  Plutarch,  and  rank  him  anywhere  on  a  par 
with,  not  to  say  above,  Aristophanes.  Both  poets  wexe  primi 
inter  pares,  standing  out  among  contemporaries  not  recognised 
as  inferior  till  the  verdict  of  posterity  was  added  to  the  doubt- 
ful judgment  of  their  own  age.  But  the  men  of  Aristophanes' 
day  were  indeed   giants  ;  those  of  Menander's   only   showed 

1  A  fragment  copied  years  ago  by  Teschendorf  from  a  very  old  MS.  in 
the  East,  has  been  lately  published  by  Cobet  in  the  Mnemosyne,  and  is  dis- 
cussed in  the  eleventh  volume  of  Hermes  by  Gomperz,  and  by  Wilamowitz- 
Mollendorf.  It  turns  out  to  be  an  additional  scrap  of  the  AiKnhaifiwv, 
and  Wilamowitz  endeavours  to  patch  it  up  with  the  remaining  fragments 
into  a  scene,  Rut  this  combination  is  doubtful,  and  we  still  have  no  rem- 
nant of  Menander's  dramatic  art,  though  we  know  so  much  about  his 
style  and  about  his  philosophy. 

The  fragment  of  Euripides  alluded  to  above  (p.  380)  has  since  been 
published  by  H.  Weil  for  the  Societe  pour  I 'encouragement  des  Etudes 
grecques,  and  is  an  interesting  speech  of  forty-four  lines,  apparently  from 
the  Temenida:.  There  are  lesser  fragments  in  ^Eschylean  style  on  the  same 
papyrus.  These  discoveries  stili  lead  us  to  look  to  Egypt  as  the  most  likely 
source  of  supplying  us  with  lost  Greek  treasures. 
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how  strong  and  thorough  was  the  culture  which  in  art  and 
literature  outlived  the  decadence  of  the  nation. 

§  294.  With  Menander  closes  the  classical  age  of  poetry  in 
Greece.  Shortly  after  his  death,  the  national  centre  of  gravity,  as 
regards  learning,  shifted  to  Alexandria,  and  there  the  latest  poets 
of  the  New  Comedy  brought  out  their  plays.  Nor  do  we  heai 
of  any  regrets  at  the  transference.  The  poetry  of  the  Alex- 
andrian age  was  not  without  flashes  of  genius,  but  on  the 
whole  it  has  not  maintained  the  standard  of  Attic  culture. 
Whenever  a  particular  poet,  such  as  Apollonius  or  Theocritus, 
seemed  worthy  to  be  ranked  among  the  mightier  dead,  I  have 
exceeded  my  plan,  and  have  spoken  of  him  briefly  in  con- 
nection with  the  corresponding  form  of  classical  poetry.  The 
criticism  of  Alexandrian  grammarians  has  constantly  occupied 
us  in  connection  with  Homer  and  the  other  poets  whom  they 
emended  and  expounded.  But  to  write  a  history  of  Alexan- 
drian literature  is  a  task  of  a  different  kind  from  that  which  I 
have  undertaken,  and  I  therefore  remand  it  to  some  future 
day,  or  to  some  abler  hand  than  mine.  The  social  life  of  the 
Greeks  under  Alexander  and  the  Diadochi  yet  remains  to  be 
written,  and  for  that  purpose  the  voluminous  remains  of  the 
epoch  afford  the  most  interesting  materials  j  but  this  too  is  a 
huge  subject  which  deters  the  serious  student  by  its  vastness 
and  its  intricacy. 

But  in  a  companion  volume  I  have  traced  the  "history  of 
Greek  prose  literature  within  the  same  classical  limits. 
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ON   THE   LANGUAGE   OF   THE   GREEK   EPIC   POETS,    AND   MORE 
ESPECIALLY   OF   THE    ILIAD    AND    ODYSSEY. 

In  determining  the  age  and  character  of  the  Iliad  and  Odyssey, 
the  most  certain  and  important  evidence  to  which  we  can 
appeal  is  the  language  of  the  poems.  Here  there  can  be  no 
room  for  the  individual  taste  or  fancy  of  the  critic  ;  the  conjec- 
tures and  probabilities  of  the  '  higher  criticism,'  as  the  Germans 
call  it,  have  to  make  way  for  solid  facts.  If  we  know  the  age 
and  locality  of  a  particular  word  or  grammatical  form,  we  know 
also  the  limit  of  time  to  be  assigned  to  the  passage  in  which  it 
occurs,  as  well  as  the  geographical  horizon  of  the  author.  A 
form  like  cawi',5  instead  of  the  older  oFekwv,  could  not  have 
come  into  existence  until  all  recollection  of  the  digamma  had 
disappeared,  while  the  ^Eolisms,  which,  as  we  shall  see,  occur 
here  and  there  in  Homer,  point  to  an  early  connection  of  epic 
poetry  with  the  ^Eolic  towns  of  Asia  Minor. 

1  By  way  of  proper  conclusion  to  my  review  of  the  Epic  Literature  of 
the  Greeks,  I  have  asked  Professor  Sayce  to  allow  me  to  print  his  sum- 
mary of  the  results  of  linguistic  criticism  on  the  text  of  Homer.  It  will 
be  seen  that  they  agree  substantially  with  those  at  which  I  had  arrived  on 
historical  and  literary  grounds — I  mean  the  first  origin  of  the  Iliad  and 
Odyssey  as  complete  poems  at  the  age  when  writing  and  the  profession 
of  literary  composition  became  possible.  This  date  we  place  at  or  near  the 
opening  of  the  seventh  century  B.  C. ,  though  the  poems  as  we  now  have  them 
show  marks  of  much  recension  by  later  Ionic,  and  of  still  more  by  Attic 
hands.  I  will  only  add  that  our  agreement  was  not  the  result  of  conference, 
but  quite  unexpectedly  produced  by  the  independent  study  of  two  distinct 
sources  of  evidence — the  linguistic  and  the  philological.  I  need  not  here 
insist  upon  the  points  in  which  we  do  not  agree. 

2  //.  E  366  ;   Od.  y  484. 
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Thanks  to  Comparative  Philology  and  the  discovery  and 
accurate  study  of  numerous  inscriptions  during  the  last  quarter 
of  a  century,  the  history  of  the  Greek  language  and  its  dialects 
is  now  fairly  well  known.  We  can  tell  with  certainty  what 
sounds  and  grammatical  forms  are  later  than  others,  what  are 
the  dialects  to  which  each  must  be  referred,  what  words  must 
be  regarded,  not  as  the  creations  of  a  living  speech,  but  as  the 
artificial  products  of  a  learned  language.  Thus  a  word  like 
£7rtctAjU£»'oe,1  which  preserves  a  lingering  trace  of  the  original 
sibilant  we  find  in  the  cognate  Latin  salio,  is  plainly  of  older 
date  than  the  contracted  knaX^ivoc^  in  which  all  such  trace 
has  vanished.  Thus,  again,  the  form  ivvotriyawe,  which  is 
found  twenty-one  times  in  the  Iliad  and  fifteen  times  in  the 
Odyssey,  and  in  which  the  initial  digamma  of  its  second  com- 
ponent element  (Greek  fwdeiv,  Sanskrit  vadh)  has  been  assimi- 
lated to  the  preceding  nasal,  belongs  to  the  ^Eolic  dialect ; 
while  the  form  dvoatyvWne,  which  is  found  twice  in  the  Iliad  3 
and  once  in  the  Odyssey,4  declares  itself  to  be  Ionic  by  its 
initial  diphthong.  And  thus,  finally,  a  form  like  hlaaro,5  from 
elfii,  the  Latin  ire,  has  evidently  been  coined  for  merely 
metrical  reasons  after  the  analogy  of  words  like  hnrov  and 
edaaro  (from  vid,  '  to  wit '),  where  the  hiatus  really  represents  a 
lost  digamma. 

A  close  examination  of  the  language  of  Homer  shows  that 
it  is  a  mosaic  in  which  words  belonging  to  different  ages  and 
three  different  dialects— ^Eolic,  Ionic,  and  Attic— are  mixed 
together  in  such  a  way  as  to  prove  it  to  be  an  artificial  dialect, 
never  really  spoken  by  the  people,  but  slowly  elaborated  by 
successive  generations  of  poets  for  the  needs  of  epic  composi- 
tion. In  its  present  form  it  cannot  be  earlier  than  the  seventh 
century  before  the  Christian  era— the  age,  in  fact,  to  which 
Euphorion  and  Theopompus  assigned  Homer.  Let  us  review 
as  shortly  as  we  can  the  evidence  on  which  these  assertions  are 
based. 

In  the  first  place,  then,  the  staple  of  the  Homeric  dialect  is 

1  //.  H  15  ;   Od.  a  320.  2  II.  H  260,  A  421,  M  404  ;   Od.  |  220. 

8   //.  B  632,  757.  *   Od.  1  22. 

6  /?■  0415,  544;   Od.  X89. 
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Ionic,  but  Ionic  of  three  different  periods,  which  may  be  con- 
veniently termed  Old  Ionic,  Middle  Ionic,  and  New  Ionic.  By 
New  Ionic  is  meant  the  language  of  Ionia  as  it  existed  in  the 
time  of  Herodotus,  and  of  the  greater  part  of  the  Ionic  inscrip- 
tions we  possess ;  and  it  may  be  considered  to  date  back  as  far 
as  the  beginning  of  the  sixth  century  B.C.,  to  which  two  or  three 
inscriptions  belong.  For  both  Old  and  Middle  Ionic,  we  have 
only  the  Homeric  poems  themselves,  the  older  grammatical 
forms  of  which  can  be  determined  by  a  comparison  with  Sans- 
krit, Latin,  and  the  other  allied  languages.  The  New  Ionic 
genitive  singular  in  -ov,  for  example,  presupposes  an  older  uncon- 
tracted  genitive  in  -00,  and  this  again  must  be  connected  with  the 
Sanskrit  -asya,  which,  after  the  usual  Greek  change  of  y  into  a 
vowel  and  loss  of  the  sibilant,  would  have  taken  the  form  of 
-oto.  Now  in  Homer,  besides  the  New  Ionic  genitive  in  -ov,  we 
also  find  the  older  form  in  -oto,  as  well  as  in  a  few  instances  the 
intermediate  form  in  -00.  Examples  of  the  latter  will  be  seen 
in  such  phrases  as  'IXloo  -n-powtipmdei',1  'Awkon  kXvtci,2  and  00 
Kparog,3  where  the  ignorance  of  copyists  has  introduced  into 
the  text  the  impossible  forms  'IX'tov  and  oov,  and  by  reading 
'AwXov  has  ruined  the  metre  of  the  passage  in  the  tenth  book 
of  the  Odyssey.4  The  discovery  of  these  Middle  Ionic  geni- 
tives and  the  consequent  restoration  of  Homeric  grammar  and 
metre  are  due  to  Comparative  Philology. 

It  would  be  both  tedious  and  useless  to  multiply  instances 
of  this  juxtaposition  in  Homer  of  forms  which  belong  to  different 
stages  in  the  growth  of  the  Ionic  dialect.  Thus  we  have  the 
older  genitive  plural  rujufiwr,  where  the  sibilant,  which  appears 
as  r  in  the  Latin  nympharam  for  nymphasum,  has  been  dropped 
between  the  two  vowels  in  accordance  with  Greek  custom,  and 
by  the  side  of  rv^Kpauv  we  have  also  the  later  rv/ifetoy  with  a 
shortened  vowel,  and  the  still  later  contracted  rv/j.(puir.5     Thus, 

1  II.  O  66.  J  Od.  k  60.  3  Od.  a  70. 

«  See  also  II.  B  518,  r  340,  I  137,  279,  A  130,  715  ;  Od.  0  334,  ^313, 
396,  </>  124,  149.  Ahrens  was  the  first  to  discover  this  form  {Rhein.Mus.  ii. 
161). 

5  The  old  genitive  in  -aoiv,  like  most  archaic  forms  in  Homer,  always 
occupies  a  fixed  place  (except  in  II.  2  364  and  n  615,  and  in  the  case 
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too,  along  with  the  Old  Ionic  j'j/oc,  where  the  initial  vowel 
represents  the  long  vowel  and  digamma  of  the  Sanskrit  nav-as 
and  Latin  nav-is,  we  meet  the  shortened  New  Ionic  veoq  ;  and 
the  datives  ipnoi  and  yr'ipai l  stand  by  the  side  of  the  abbrevi- 
ated r'tpw  and  yt'ipa-2  When  we  find  the  late  contracted  rjXwQ3 
with  the  erroneous  Attic  aspiration,  we  may  feel  sure  that  we 
are  dealing  with  a  passage  of  much  more  modern  date  than 
the  phrases  and  formulae  which  contain  the  older  yiXing  (for 
i)ire\ioc,  the  Old  Latin  Aurelius  or  Auselws,  from  the  root  ush, 
1  to  burn  ').  So,  too,  the  short  quantity  of  the  first  syllable  of 
6!>(i),  Xvio,  (f>vu),  and  Ww  (for  0u/w,  Xvlu,  <j>viio,  and  r/yw)  reminds 
us  that  Homer  is  in  all  these  cases  adopting  the  usage  of  the 
New  Ionic  dialect,  and  is  thus  less  primitive  than  the  Attic 
poets  who  preserve  the  original  length  of  the  syllable  in  ques- 
tion.4 Still  more  instructive  is  the  varying  employment  of 
certain  words,  sometimes  with  a  double  s,  sometimes  with  a 
single  one,  the  choice  of  the  form  being  frequently  determined 
by  metrical  reasons  alone.  Comparative  Philology  teaches 
us  that  in  almost  every  instance  the  form  with  double  s  was 
the  original  one,  the  form  with  single  s  being  the  result  of 
that  phonetic  decay  which  made  Old  Ionic  pass  successively 
into  Middle  and  New  Ionic.  A  large  number  of  stems  both 
of  nouns  and  verbs  ended  in  a  sibilant,  which  was  naturally 
doubled  when  a  suffix  which  began  with  another  sibilant  was 
attached  to  them.      From   the  stem  /.uXtc,  for  example,  we 

of  the  pronoun  raw).  This  place  is  either  (i)  the  end  of  the  line,  or 
(2)  the  thesis  of  the  first  or  second  foot  (in  the  //.  only  in  disyllabic  stems, 
contrary  to  the  use  of  the  Odyssey,  see  Od.  a  334,  7  307,  v  126,  tr  416, 
<r  210,  <p  65),  or  (3)  the  fourth  foot  (in  the  arsis  when  preceded  by  a  short 
syllable,  in  the  thesis  when  preceded  by  along  one). 
'  //.  r  150,  E  153,  K  79,  2  434  ;  Od.  0  16,  0  357. 

2  //.  H  453  ;  Od.  0  483,  X  136,  if/  283.  Similarly  we  find  epy  (Od. 
<r  212),  ye\v  (Od.    a  100),  '(Spy  (II.  P  385,  745). 

3  Od.  d  271. 

4  However,  we  find  &tItos  in  //.  H  484,  though  &t1tos  occurs  in  the 
preceding  book  (N  414).  Similarly  we  meet  with  irpiv  sometimes  with  the 
vowel  long  (as  in  //.  B  348,  E  288,  Z  81,  H  390,  0  474),  sometimes  with 
the  vowel  short  (as  in  )/.  A  344,  354,  413,  B  413,  T  132,  A  114,  E  127, 
472,  Z  125,  I  403). 
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ought  to  get  fiiXea-ai  by  adding  the  suffix  of  the  dative  plural, 
and  from  the  stem  reXscr  the  verbal  forms  nXta-aw  and 
hiXeff-aa  by  adding  the  suffixes  of  the  sigmatic  future  and 
aorist.  In  the  same  way  from  a  stem  like  im%  we  should 
have  the  dative  plural  iroS-tri,  and  then  by  assimilation  irocrai. 
The  shortened  forms  could  have  come  only  gradually  into 
use  in  the  actual  language  of  the  Ionians,  and  their  existence 
in  the  epic  dialect  side  by  side  with  the  fuller  and  older  forms 
reveals  unmistakeably  its  real  nature.  We  may  gain  some  idea 
of  the  relative  antiquity  of  the  Iliad  and  Odyssey  from  the  fact 
that  whereas  there  are  fifty-eight  aorists  with  double  s  as 
against  forty-two  with  single  s  in  the  first  poem,  the  proportion 
in  the  second  poem  is  fifty-four  to  fifty-three. 

The  use  of  the  digamma,  however,  affords  the  clearest 
illustration  of  the  mode  in  which  the  Homeric  dialect  was 
formed.  This  letter,  which  corresponded  in  sound  to  our  w, 
tended  to  disappear  at  an  early  date  in  the  Ionic  dialect,  much 
as  w  tends  to  disappear  in  certain  English  dialects,  which  say 
'ooman  for  woman,  or  as  it  has  universally  disappeared  in  the 
pronunciation  of  proper  names  like  Woolwich  and  Harwich. 
The  other  Greek  dialects  retained  it  up  to  a  considerably  later 
date,  though  it  was  eventually  lost  in  all  of  them.  The  Eleian 
inscriptions  found  at  Olympia  show  that  the  digamma  was  there 
in  common  use,  official  documents  from  Bceotia  write  it  in  cer- 
tain words  up  to  the  third  century  b.c,  and  the  /Eolic  dialect  of 
Cyprus,  as  revealed  to  us  by  the  decipherment  of  the  so-called 
Cypriote  syllabary,  preserved  it  in  everyday  speech  at  least  as 
late  as  the  fourth  century  before  the  Christian  era. 

We  may  approximately  refer  the  disappearance  of  the 
digamma  in  Ionia  to  the  beginning  of  the  seventh  century 
B.C.  No  example  of  it  happens  to  occur  in  the  inscriptions 
scratched  by  the  Ionic  mercenaries  of  the  Egyptian  king 
Psammetichus  on  the  colossi  at  Abu-Simbel,  e.c.  620  (or,  as 
Bergk,less  probably,  thinks,  B.C.  590) — inscriptions  which  show 
how  widely  spread  a  knowledge  of  writing  must  have  been  at 
the  time  in  Ionia.  A  short  inscription,  however,  assigned  to 
about  b.c  500,  has  been  discovered  in  Naxos,  on  which  we 
read  the  word  AFYTO  (=avrov),  though  unfortunately  the 
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genuineness  of  this  inscription  is  disputed.  But  no  doubt 
hangs  over  certain  Chalcidian  inscriptions  of  Magna  Grsecia, 
which  contain  examples  of  the  digamma  ;  and  since  the  Chalci- 
dian colonies  were  sent  out  about  700-660  B.C.,  the  digamma 
could  not  have  been  lost  in  the  Ionic  dialect  until  a  subsequent 
period.  Accordingly  the  Old  Ionic  of  Homer  in  which  the 
digamma  is  preserved  must  have  been  still  spoken  in  Euboea 
at  the  beginning  of  the  seventh  century  B.C. 

But  besides  digammated  words  we  find  in  Homer  a  number 
of  undigammated  ones.  These  fall  into  two  classes.  The  first 
class  consists  of  words  like  olpai'oc,  o\oc,  uivoq,  which  we  know 
from  the  cognate  languages  once  possessed  a  digamma,  but 
which  show  no  trace  of  it  in  Homer,  that  is,  which  have  lost 
the  sound  in  question  in  the  earliest  form  of  Old  Ionic  with 
which  we  are  acquainted.  The  second  class  contains  words 
which  appear  in  the  poems  sometimes  with,  sometimes  without, 
a  digamma,  the  pronunciation  being  frequently  determined  by 
metrical  reasons  alone.  Of  such  words  there  are  at  least  thirty- 
five.     Examples  of  them  are  given  in  the  foot-note.1 

1  OIkos  always  with  digamma  except  in  II.  fl  572  ;  Od.  fj.  135,  v  42, 
I  223,  318,  0  21,  ir  70,  303,  <r  419,  to  208  ;  olvos  always  with  digamma 
except  in  II.  B  641,  E  706,  813,  I  224,  K  497,  2  545  ;  Od.  y  40,  46,  51, 
f  77,  A  61,  0  334,  507,  t  122,  v  260,  <p  142  ;  olSa  always  with  digamma 
except  in  II.  2  185,  and  Od.  p  573  ;  01//  always  with  digamma  except  in 
II.  A  137,  4>  98  ;  Od.  e  61  ;  '05ucr<rei5s  without  digamma  except  in  77. 
A  140  ;  Od.  a  21,  v  126,  £  152,  p  157,  v  239,  <p  197,  204,  244,  %  45>  328  ; 
ofoeiv  without  digamma  (II.  A  89,  B  229,  E  257,  0400,  K  337,  N  820,  H  308, 
X  425,  V  663,  858  ;  Od.  y  429,  n  438,  r  24,  v  154,  x  lOl)  except  in  77. 
¥441  ;  ovpos  without  digamma  (II.  A  479,  H  19  ;  Od.  y  176,  8  360,  5S5, 
e  167,  176,  A.  640,  fx  167)  except  in  Od.  S  518;  olxo/xai  without  digamma 
except  in  Od.  ir  142  ;  '6ir\ov  without  digamma  except  in  Od.  j3  430,  <p  390; 
umvos  without  digamma  except  in  II.  Z  76.  So,  again,  rlpos  has  digamma 
in  Od.  a-  73,  75,  333,  334,  393.  but  wants  it  in  a  233  ;  and  vXV,  which 
has  the  digamma  in  four  passages  of  Hesiod  (Scut  279,  348,  438  ;  Opp. 
582),  wants  it  in  Homer.  OlftT-qs  in  II.  B  765  preserves  the  initial  di- 
gamma of  eros  (Sanskrit  valsas),  which  is  elsewhere  lost,  as  in  the  com- 
pound eirerriffios  of  Od.  t)  1 1 3.  Cauer  has  drawn  up  the  following  table 
of  the  cases  in  which  the  pronoun  of  the  third  person,  which  was  the  last 
to  retain  traces  of  its  consonr.ntal  beginning,  (1)  must  be  pronounced  with 
digamma,  (2)  may  or  may  not  be  so  pronounced,  (3)  cannot  be  so  pro- 
nounced : — 


ARGUMENT  FROM  HIATUS.  499 

From  these  examples  it  is  clear  that  three  conclusions  must 
be  drawn  :  (1)  Portions  of  the  Homeric  poems  consisting  of 
certain  phrases  and  formulas  belong  to  the  Old  Ionic  dialect  in 
which  the  sound  of  the  digamma  was  still  heard.  (2)  Other 
portions  belong  to  a  later  stage  of  the  dialect,  when  the  di- 
gamma had  ceased  to  be  pronounced,  and  even  such  traces  of 
it  as  a  hiatus  or  a  lengthened  vowel  had  passed  away.  (3)  A 
time  arrived  when  the  existence  of  the  digamma  had  so  far 
faded  from  the  memory  of  the  rhapsodists  that  they  came  to 
regard  the  hiatus  representing  the  lost  digamma  in  certain  tra- 
ditional verses  and  expressions  as  due  to  '  metrical  necessity,' 
and  consequently  to  be  admitted  or  excluded  according  to  the 
requirements  of  the  verse. 

The  last  conclusion  is  confirmed  by  the  occurrence  of  the 
hiatus  in  the  case  of  words  in  which  no  consonant  had  ever  been 
lost.  Thus,  as  has  already  been  noticed,  we  find  hlaaro  from  el/ji, 
the  Latin  ire,  a  form  which  owes  its  origin  to  the  mistaken 
analogy  of  words  like  hnrov  (for  tfihirov,  root  few).  Another 
instance  will  be  noaplttiQ  in  II.  $  346,  where  the  second  part 
of  the  compound  represents  the  Sanskrit  ardras,  '  wet,'  unless 
we  adopt  the  variant  reading  rr.oa\e\  In  fact,  the  use  of  the 
digamma  shows  that  a  large  part  of  the  Iliad  and  Odyssey  is 
composed  in  quite  as  artificial  a  language  as  the  epics  of 
Apollonius  Rhodius  or  Quintus  Smyrnaeus.  The  digamma  is 
frequently  observed  in  appearance  only,  a  hiatus  being  allowed 
by  the  poets,  not  because  they  remembered  that  it  took  the 
place  of  an  original  consonant,  but  because  they  found  what 
seemed  to  them  a  hiatus  in  the  poetical  '  tags  '  and  formulas 
which  had  been  handed  down  to  them.  In  this  way  alone  can 
we  explain  the  disproportionate  preponderance  of  the  hiatus 
in  a  few  words  like  og,  61,  and  ol£a — the  very  words  which  also 
show  a  hiatus  in  other  epic  and  elegiac  poetry — or  the  fact 


Digamma  necessary        Not  necessary 

Neglected 

elo,  eo,  ev 

14  times 

7  times 

I  time 

'dOev 

7      „ 

U      „ 

— 

oT     . 

■      643      ,, 

over  180      ,, 

23  times 

64      ,, 

•        '5     » 

1  time 

3s  45  ]  76  31 
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pointed  out  by  Hoffmann,  that  although  in  the  Iliad  a  short 
final  syllable  remains  short  before  o\,  the  latter  word  never 
causes  the  elision  of  a  preceding  vowel  or  the  shortening  of  a 
preceding  long  syllable.1 

If  we  enquire  into  the  use  of  the  digamma  in  Hesiod,  the 
Homeric  Hymns,  the  fragments  of  the  Cyclic  poets,  and  in 
Empedocles,  Tyrtasus,  and  the  Elegiac  and  Iambic  writers 
generally,  we  shall  find  some  reason  for  the  old  Greek  tra- 
dition which  assigned  all  epic  heroic  literature,  along  with 
the  Hymns,  the  Margites,  and  the  Batrachomyomachia,  to  the 
author  of  the  Iliad  and  Odyssey.  In  the  earliest  of  these 
productions  remains  of  the  Old  Ionic  dialect  are  embedded 
much  as  in  the  Homeric  poems,  while  in  the  rest  the  hia- 
tus that  distinguishes  originally  digammated  words  is  due  to 
the  mere  repetition  or  imitation  of  ancient  epic  formulae.  Thus 
in  the  Theogony  the  proportion  of  cases  in  which  the  digamma 
is  observed  to  those  in  which  it  is  not  is  as  3  or  4  to  1,  a  larger 
proportion  than  that  presented  by  the  Odyssey  ;  in  the  Works 
and  Days  the  proportion  is  as  3  to  1,  as  also  in  the  Hymn  to 
Aphrodite  ;  whereas  in  the  Hymn  to  Demeter  the  proportion  is 
exactly  equal,  in  the  Hymn  to  Hermes  as  1  to  1^,  and  in  the 
cyclic  fragments  (excluding  the  Kypria)  and  the  Batrachomyo- 
machia as  1  to  6.  On  the  other  hand,  the  proportion  in  Em- 
pedocles is  as  1  to  3,  though  how  little  Empedocles  was 
acquainted  with  the  true  origin  of  the  epic  hiatus  is  shown  by 
his  incorrect  introduction  of  it  in  such  analogic  coinages  as 
iLl\itvai  (root  ad)  and  damreroc.  The  Elegiac  and  Iambic 
poets  preserve  the  digamma,  or  rather  the  hiatus  which  had 
taken  its  place,  in  a  good  number  of  the  words  in  which  it 
occurs  in  Homer,  and  Theognis  has  it  even  in  'lor,  '  a  violet,' 
and  'Lctoe,  where  it  has  been  lost  in  the  language  of  our  Iliad 
and  Odyssey.  In  his  use  of  these  two  words,  however,  The- 
ognis was  probably  imitating  some  portion  of  the  old  epic 
literature. 

But  the  digamma  is  not  the  only  lost  letter  of  which  traces 
survive  here  and  there  in  Homer.  Another  sound  which  dis- 
appeared at  a  yet  earlier  time  than  the  digamma  was  the  yod 

1   Hoffmann,   QucEstiones  Homerica,  p.  56. 
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or  y.  The  conservative  dialect  of  Cyprus  was  the  only  one  in 
Greece  which  preserved  the  yod  into  the  days  of  writing ;  here 
it  regularly  occurs  along  with  the  digamma  in  inscriptions 
written  in  the  characters  of  the  Cypriote  syllabary  as  late  as  the 
fourth  century  B.C.  It  is  commonly  supposed  that  oe,  &q,  and 
art  primitively  began  with  this  letter,  and  answered  to  the 
Sanscrit  yas  and  ydvat;  in  this  case  the  yod  would  have  to  be 
restored  to  these  words  in  such  phrases  as  Qebq  we,  where  the 
lengthening  of  the  final  syllable  of  the  first  word  implies  an 
initial  consonant  in  the  second.1  The  Locrian  inscriptions  of 
the  fifth  century  B.C.,  however,  write  fun  with  digamma  and 
not  yod;  and  it  is  therefore  better  to  connect  o'e  and  its  deriva- 
tives with  the  Latin  qui,  quis,  and  Sanskrit  chit,  and  to  regard 
its  lost  letter  as  a  digamma.  A  more  certain  instance  of  the 
presence  of  the  yod  is  uadai  (from  the  root  yd),  which  has  a 
consonantal  beginning  in  twenty-two  passages. 

A  tendency  to  drop  a  sigma  seems  to  have  set  in  at  an  even 
earlier  period  than  a  tendency  to  drop  the  yod.  Words  like 
Icpwc  (English  sweat),  which  originally  began  with  two  conso- 
nants (sw),  must  have  lost  the  first  at  quite  a  remote  date  ; 
indeed,  in  this  particular  word  and  its  derivatives  even  the 
digamma  is  only  once  preserved  (in  II.  A  27).  Sometimes, 
however,  the  digamma  became  <p,  as  has  happened  in  the  case 
of  the  reflexive  pronoun  a<pe,  though  even  this  change  did  not 
always  preserve  the  sibilant.2  When  the  second  consonant 
was  X,  ji,  or  v,  the  initial  sibilant  was  generally  retained  in 
yEolic  (as  ajiiKpoc)  and  probably  also  in  the  Old  Ionic  of  Homer, 
or  else  was  assimilated  to  the  sound  that  followed.  Thus  we 
have  It-XXriKTOQ  for  d-rrXrjKTog  (our  slack),  or  (piXo-fipei^rjc  for 
(piXo-afieiCTii-  from  the  root  smi,  '  to  smile.'  Wherever  such 
compounds  occur  in  the  poems,  or  wherever  the  lengthening 
of  a  short  syllable  indicates  the  preservation  of  the  sibilant  at 
the  commencement  of  the  following  word,  we  may  be  sure  that 
we  are  in  the  presence  of  an  old  formation.     It  is  quite  other- 

1  When  the  final  syllable  remains  short,   as  in  06es  8>s  {OJ.  x  299) 
we  may  feel  sure  that  we  are  dealing  with  the  product  of  a  later  age. 

2  Bugge.  for  instance,  has  argued  that  <pi-\6s  has  the  same  root  as  (r<pe, 
and  originally  meant  *one's  own.' 
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wise,  however,  when  the  word  before  which  the  short  syllable 
is  lengthened  or  a  letter  doubled  can  be  proved  by  comparison 
with  the  allied  languages  to  have  never  possessed  more  than 
one  initial  consonant.  When,  for  example,  we  find  such  com- 
pounds as  iirikiylriv,  'grazing/1  ewiriWu),2  or  such  expressions 
as  a'idwi'd  fieyadvfioi;3  A'tavrd  /JEyaKt'jropu,4  card  uolpcti,5  we 
are  transported  to  a  wholly  new  era,  an  era  when  the  poets  had 
forgotten  the  real  origin  of  the  doubled  letter  and  the  length- 
ened syllable,  and  imagined  that  they  too  might  double  a 
letter  or  lengthen  a  syllable  at  will  should  the  metre  so  require. 
Such  cases  of  false  analogy  belong  to  an  artificial  dialect  which 
is  separated  by  many  generations  from  the  Old  Ionic  of  the 
earliest  parts  of  Homer.  The  origin,  for  instance,  of  'i\\aj3e 
(root  labh)  and  e/zjuoGe  (root  manth)  is  the  same  as  that  of 
eXWe  in  Apollonius  Rhodius — the  misleading  analogy  of  mis- 
understood archaisms. 

We  must  here  turn  aside  for  a  moment  to  point  out  the 
cases  in  which  the  hiatus  or  the  lengthening  of  a  naturally  short 
syllable  may  be  assumed  to  imply  a  lost  consonant.  It  is  well 
known  that  other  causes  may  be  called  in  to  account  for  both. 
Sometimes  such  violations  of  Greek  metrical  usage  are  due  to 
the  caesura,  sometimes  to  the  misconceptions  of  the  later  poets. 
A  careful  examination  of  Homeric  literature,  however,  would 
seem  to  show  that  licenses  of  this  kind  were  not  originally 
permissible,  and  only  crept  in  through  the  progress  of  phonetic 
decay  in  the  Ionic  dialect  which  occasioned  the  shortening  of 
syllables  and  the  loss  of  letters,  and  the  consequent  belief  that 
the  earlier  poets  had  allowed  themselves  licenses  '  for  the  sake 
of  the  metre.'  Thus  the  final  o  of  neuters  plural  and  the  final 
-at  of  datives  plural  were  once  long,  and  Hartel  has  shown  that 
passages  exist  in  Homer  in  which  the  primitive  quantity  of 
these  terminations  is  preserved.  So,  again,  the  frequent  hiatus 
after  the  particle  »)  arises  from  the  fact  that  the  word  was 
originally  >'//f,  and  consequently  the  apparent  hiatus  is  no  hia- 
tus at  all  except  in  the  verses  of  later  imitators.  Elsewhere 
the  hiatus  is  found  after  -i  and  -v,  the  explanation  being  that  the 

1  II.  p  599.  2  Od.  <//  361.  3  II.  n  488. 

4  //.  p  626.  5  //.  n  367. 
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semi-vowels  y  and  v  were  sounded  after  these  letters  in  Old 
Ionic  when  another  vowel  followed,  so  that  formations  like 
dfjup-ovcig  l  or  afif-ynrig  2  must  be  assigned  to  the  New  Ionic 
period.  Similarly,  we  find  prepositions  which,  like  £k  and  h>, 
begin  with  a  vowel  admitting  the  hiatus  because  of  the  geni- 
tives and  datives  in  -ov  and  -w  or  -t  with  which  they  were  used 
(e.g.  iiinXeKTh)  hi  £%>«).  Wherever  another  vowel  precedes, 
there  can  be  little  doubt  that  we  have  to  do  with  the  product 
of  false  analogy  and  of  a  later  age.  In  other  cases  the  hiatus 
is  explained  by  its  coming  after  stems  which  originally  ended 
with  a  consonant,  such  as  fiof  or  raraf.  Its  occurrence  after 
7rp6  (as  in  Trpoepeaffu)  or  TrpoiaWu))  may  be  accounted  for  by 
the  original  form  of  the  preposition  irpwh.  The  contracted 
forms  Trpovrvxl'ctr,3  TTpovdr\Ktv*  and  irpovxur  5  betray  their  more 
recent  date.  Apart  from  certain  composite  or  polysyllabic  words, 
all  other  examples  of  the  hiatus  or  the  lengthening  of  a  short 
syllable  in  the  older  parts  of  Homer  must  be  taken  to  indicate 
a  lost  consonant. 

If  we  assign  the  transition  of  Old  Ionic  into  Middle  Ionic 
to  the  beginning  of  the  seventh  century  B.C.,  we  shall  not  be 
far  from  the  truth.  New  Ionic  may  be  said  to  commence  with 
the  inscriptions  of  Abu-Simbel,  referred  to  above,  and  to  con- 
tinue to  the  age  of  Hippocrates,  when  it  becomes  considerably 
tainted  by  Atticisms.  It  is  best  illustrated  by  the  dialect  of 
Herodotus  and  contemporaneous  inscriptions,  a  dialect,  be  it 
observed,  which  is  substantially  identical  with  that  of  the  New 
Ionic  portions  of  Homer.  The  proof  of  this  it  would  take 
too  long  to  give  here,  but  the  fact  car>  easily  be  tested  by  com- 
paring a  dictionary  of  Herodotiu.  with  a  dictionary  of  Homer.6 

1  Od.  P  237.  2  II.  k  256  ;  Od.  it  80.  3  //.  o  306. 

4  11.  a  409.  s  11.  X  97  ;  Od.  C  138. 

6  Thus  Herodotus  and  Homer  have  rt6e?iri,  ieiffi,  5i8ov<ri,  prjyvv<n 
instead  of  the  Attic  Tt0ea<ri,  &c.  ;  Herodotus  and  Homer  alone  have  the 
later  ei/iAv  for  ecrfxev ;  Herodotus  usually  omits  the  temporal  augment, 
especially  before  double  consonants  (e.g.  appuStou,  epSov,  airaWacrcroi'To) 
and  diphthongs  (e.g.  fixate,  a'ipee),  and  drops  it  in  x?W  and  the  iterative 
and  pluperfect  ;  and  Homer  uses  the  New  Ionic  els  of  Herodotus  as  well 
as  the  old  Ionic  e'trcri.  The  analogic  SiSuxrofiev  (Od.  v  358,  u>  314)  re- 
minds us  of  \a/x\pofxai  in  Herodotus,   and   the   latter's  /j.e^(Ttfievos  can  be 
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In  two  or  three  respects,  indeed,  the  forms  of  Herodotus  are 
more  archaic  than  those  of  the  Iliad  and  Odyssey.  Thus 
the  MSS.  of  Herodotus  still  offer  eavBa're  (for  ifavSave),1 
whereas  we  have  the  lonicised  form  h))Zave  in  II.  12  25,  and 
Od.  7  143,  and  the  later  contracted  from  i'jvcare  in  II.  A  24, 
378,  S  510,  &c.2  The  Attic  contraction  of  deipto,  again,  which 
occurs  in  Ii.  N  63,  is  not  found  in  Herodotus,  and  while 
Herodotus  has  the  more  original  Kopiau,  Homer  has  the  later 
(Atticising)  Kopeei  and  Kopeetg.3 

What  is  much  more  remarkable,  however,  is  that  the  MSS. 
of  Homer  contain  numerous  examples  of  two  forms  which  do 
not  appear  in  New  Ionic  inscriptions  before  the  beginning  of 
the  fourth  century  B.C.,  and  are  probably  due  to  Attic  influence. 
These  forms  are  those  of  the  genitives  in  -e v  and  -eve,  instead  of 
the  older  -to  and  -eog.     Thus  we  have  tfitv,  yertvc,  dtpevg. 

No  doubt  it  is  possible  that  the  diphthong  in  question  is  a 
scribe's  error,  introduced  Where  the  double  syllable  en  was  pro- 
nounced by  '  synizesis '  as  one.  But  this  does  not  alter  the 
really  important  fact  of  the  case.  Whether  we  call  it  synizesis 
or  anything  else,  eo  is  in  very  many  instances  pronounced  as  a 
single  syllable  in  the  Homeric  poems,  that  is,  has  become  a 
diphthong.     It  is  quite  immaterial  whether  this  diphthong  was 

paralleled  in  Homer  by  similar  products  of  faLe  analogy.  The  hysterogen 
(xrairiffav  for  ffrcuev  occurs  in  the  Iliad  (P  733)  as  well  as  in  Herodotus 
and  Thucydides  ;  the  plural  terminations  -oiaro,  --fiaro,  and  -e'oro,  which 
alone  are  found  in  Homer,  are  Herodotean,  as  is  also  ewOa  (II.  0  408), 
instead  of  the  older  *1o>da  ;  and  Homer  and  Herodotus  alike  have  the 
forms  tfia,  i)Le,  tfiffav  (12.  A  47,  H  213,  K  197,  N  305).  Homer  also  offers 
us  the  Herodotean  <pv\o.Kos  (II.  Z  35,  I  85,  K  56,  fl  566  ;  Od.  o  231),  and 
/xaprvpoi  (II.  A  338,  B  302,  T  280,  H  274,  X  255  ;  Od.  a  273,  {  394).  Other 
New  Ionicisms  will  be  1<tti4i  for  karia,  rictpios  (//.  r  325)  by  the  side  of 
VldpiSos,  and  the  lost  aspirate  in  tifrd.\fxivos  (II.  E  336),  £ird\/j.evos  (II. 
H  260),  eiriffriov  (Od.  (  265),  and  o.vt65loi'  (Od.  9  449).  About  ninety 
iteratives  in  -<skov  are  met  with  in  Homer,  as  against  only  ten  in  Hesiod. 
Pindar  has  three,  and  the  Attic  tragedians  four,  which  are  t  '  \inly  adopted 
from  Homer,  and  none  are  found  in  Attic  prose.  Many,  however,  occur 
in  Herodotus,  though  it  must  be  added  that  all  the  Homeric  iteratives 
belong  to  the  sigmatic  aorist  (like  eXaaaaKe). 

1  Herod,  ix.  ^,19.  2  Similarly  ivifaliave  (Od.  v  16,  &c). 

»  II.  0  379,  N  831. 
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sounded  exactly  in  the  same  way  as  ev  or  not.  The  inscrip- 
tions show  that  before  the  fourth  century  b.c.  eo  had  not  become 
a  diphthong  in  New  Ionic,  and  that  when  it  did  become  a 
diphthong  it  was  represented  as  iv.  It  is  hard  to  believe  that 
an  artificial  dialect  like  the  Epic,  which  aimed  at  being  archaic, 
would  have  anticipated  the  innovating  pronunciation  of  the 
spoken  language. 

But  there  are  some  other  philological  peculiarities  in  the 
language  of  Homer  which  seem  to  imply  that  the  poems  were 
revised  and  additions  made  to  them  here  and  there  as  late  even 
as  the  New  Attic  period.  Thus  we  find  words  known  to  us 
by  Alexandrine  use  like  jSXwotw,1  ortxt'o,2  <rKa£w,  Kpoaivoj3 
and  (Trvyelf,4  'ixpai(Tiioi>  and  iruupatrrtio?  which  are  common  to 
Homer  and  Apollonius  Rhodius,  and  ipvicavaw,  which  elsewhere 
occurs  only  in  Quintus  Smyrn^eus.  From  the  post- Homeric 
ktjkiq  we  get  the  verbal  dve-Ki'iKie,  and  the  weak  passive  future 
Hiyi'iaeffdai*  has  been  formed  after  the  false  analogy  of  forms 

like  ftriffofiat. 

We  must  now  pass  on  to  the  second  point  we  have  to 
prove,  the  existence  of  other  dialects  than  Ionic  in  the  language 
of  the  Iliad  and  Odyssey.  These  dialects  are  the  yEolic  and 
the  Attic.  Of  the  Doric  dialect  there  is  no  trace.  The  forms 
which  have  been  quoted  as  Doric  are  really  archaisms  which 
belonged  to  Old  Ionic  and  were  preserved  among  the  conserva- 
tive Dorians  after  their  disappearance  among  the  Ionians.  In 
laffeiraij  for  instance,  we  have  the  old  formative  of  the  future  jya 
which  existed  in  Sanskrit  as  well  as  in  ancient  Greek  ;  the  dative 
rdv  for  TE(pi(v)  is  an  archaic  form  which  belonged  to  Old  Ionic 
as  much  as  to  Doric  ;  and  infinitives  like  xoXuxre^iEf  are  equally 
survivals  from  an  early  period  of  the  Ionic  dialect  itself.  The 
pronoun  rvvri,  which  occurs  six  times  in  the  poems,  similarly 
preserves  the  nasal  which  makes  its  appearance  in  the 
yEolic  tovv  and  the  Sanskrit  tivam,  and  has  been  counted  as 
Doric  only  because  that  most  conservative  of  the  Greek  dialects 
preserved  a  word  which  in  later  times  elsewhere  disappeared. 

1  Od.  tt  466,  t  25,  <p  239,  385.       2  //.  n  258.       3  //.  z  507,  o  264. 
4  Od.  k  113.  *  //.  b  181,  450.  6  //.  k  365. 

vol.  1. — 22 
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The  Ionic  poets  would  have  nothing  to  do  with  that  de- 
tested Dorian  race  which  drove  their  forefathers  from  their  old 
homes  in  Greece,  and  the  only  passage  in  which  Dorians 
are  named  is  Od.  r  177,  where  a  list  is  given  of  the  various 
tribes  inhabiting  Krete.  The  elegiac  poets  whose  dialect  was 
based  on  that  of  epic  literature  show  the  same  aversion  to 
anything  Dorian.  It  is  only  his  Embateria  that  Tyrtaeus 
composes  in  Doric,  and  even  Theognis  but  once  uses  the  pre- 
position ttoti,  which  is  found  eighty-nine  times  in  Homer  and, 
though  originally  common  to  all  the  Greek  dialects,  had  come 
to  be  preserved  in  Doric  alone.1 

The  avoidance  of  the  Doric  dialect  on  the  part  of  Homer 
is  brought  out  into  greater  relief  by  the  usage  of  the  Hesi- 
odic  poems  in  which  we  find  such  decided  Dorisms  as  the 
shortened  final  syllable  of  irpowaQ?  two  genitives  in  av  instead 
of  the  Ionic  -u>v,3  the  pronoun  lv  for  0T,4  and  the  Doric  7]v  for 
7}aav.5  Ahrens  believes  that  the  Dorisms  of  Hesiod  are  speci- 
fically Delphian ;  however  that  may  be,  the  contrast  between 
the  two  classes  of  epic  poetry,  the  heroic  and  the  didactic,  in 
this  respect  confirms  in  a  striking  way  the  Asiatic  origin  of 
Homer.  It  is  difficult  to  believe  that  a  dialect  which  had 
grown  up  on  the  soil  of  either  the  Peloponnesus  or  Northern 
Greece  could  have  remained  so  thoroughly  untainted  by  Doric 
forms  and  words. 

It  is  quite  different  when  we  turn  to  the  remains  of  the  ^Eolic 
dialect  which  have  been  detected  in  the  poems.  ^Eolisms  are  em- 
bedded in  Homer  like  flies  in  amber  ;  they  are  scattered  up  and 
down  both  in  the  Iliad  and  Odyssey,  though  almost  always  in 
fixed  places  in  the  verse.  Thus  we  find  £a6eo£  with  the  JEolic 
£a  for  ota  as  an  epithet  of  the  yEolic  towns  Killa,6  Nisa,7  Krisa,8 
and  Pherae,9  the  Ionic  form  of  which  was  Therae,  but  always  at 
the  beginning  of  the  thesis  of  the  second  foot ;  once,  and  once 

1  Up6s  is  found  two  hundred  times  in  Homer,  and  the  older  irporl  sixty 
times.  The  word  has  no  connection,  except  in  meaning,  with  irorl  and  the 
contracted  iros. 

2  So,  too,  Koipas  (Th.  40),  Sfaas  (Th.  521).  3  Opp.  144,  Th.  41. 
4  Frag.  134.                    5   Th.  321,  825.  6  //.  A  38,  452. 

'  II.  B  508.  8  II.  B  520.  9  //.  I  151,  293. 
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only,1  do  we  meet  the  word  in  a  different  formula  and  in  a  diffe- 
rent place,  the  end  of  the  line.  Here,  however,  it  is  an  epithet 
of  the  Doric  Kythera,  and  belongs  plainly  to  an  imitator  of  a 
later  age  who  found  the  old  stock  epithet  convenient  for  ter- 
minating his  verse.  Other  yEolic  epithets  of  the  same  kind 
are  £aij£,2  ^arpecprjc,3  and  faxpriiiQ.4  Indeed,  as  might  have 
been  expected,  it  is  especially  in  the  case  of  epithets  that 
remains  of  the  JEolic  dialect  have  been  handed  down.  'A/.iv^.tov, 
for  instance,  where  the  ^Eolic  v  takes  the  place  of  the  Ionic  w, 
has  become  so  trite  and  meaningless  an  epithet  as  to  be  applied 
to  ^Egisthus.5  TaXavpiyoQ  and  i^aXavpoxp,  again,  are  ^Eolisms, 
as  also  ayavoe,  as  well  as  the  numerous  compounds  of  which 
ep<-,  instead  of  the  Ionic  «pi-,  forms  the  first  part.  Since  the 
use  ofe  in  place  of  a  before  p  characterised  ^Eolic,  the  form  of 
the  name  Qepairrje  is  an  evident  proof  that  Thersites  belonged 
to  the  older  portions  of  the  Homeric  poems,  and  figured  in  the 
legends  that  circulated  in  ^Eolis.  The  same  may  also  be  said 
of  Halitherses,6  Thersilokhus,7  and  Polytherseides.8  If  Hero- 
dian  is  right,  the  varying  declension  of  the  name  Sarpedon  as 
'LapTrricovTOQ  and  'ZapirriZoyoc,  is  due  to  the  fact  that  the  first  is 
an  ^Eolism ;  but  this  statement  is  extremely  doubtful,  since  the 
vocalisation  of  the  word  is  Ionic,  and  the  hero  himself  was  a 
Lycian,  and  belongs  therefore  to  Ionic  and  not  yEolic  legend, 
while  the  preservation  of  the  initial  sibilant  merely  shows  that 
the  name  has  come  down  unchanged  in  its  Old  Ionic  dress.8 
Similarly  it  is  probable  that  the  form  a/juKpug  is  old  Ionic  and 


1  II.  0432.  2  od.  e  367,  ^313. 

3  II.  H  223  ;  Od.  I  19,  S  451.  4  //.  E  525)  M  347>  36o 

5  Od.  a  29.  e  Od.  &  157,  253,  p  68,  a)  451. 

7  //.  P  216,  *  209.  8  Od.  x  287. 

9  The  rooc  is  that  of  epiretu,  serpeve,  Sanskrit  sarp.  In  bringing  him 
from  Lycia  the  legends  made  the  usual  confusion  between  the  terrestrial 
Lycia  and  the  celestial  Lycia  ('  the  land  of  light,'  Latin  lux),  though  no 
doubt  the  struggles  between  the  Ionic  emigrants  to  Asia  Minor  and  the 
Lycian  natives  occasioned  the  localisation  of  the  myth  in  that  particular 
spot.  It  is  possible,  however,  that  the  name  Lycia  was  of  Greek  origin, 
given  to  a  mountainous  country  where  the  inhabitants  of  the  coast  saw  the 
sun  rise  in  the  morning,  since  the  Lycians  called  themselves  Termila; 
(Tramele  in  the  native  inscriptions). 
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not  ^Eolic,  which,  as  in  2/xvpva,  kept  the  original  s  before 
m,  although  a^vyipoc,  (x/xvyepQg  are  certainly  ^Eolisms.  Soli- 
tary yEolisms  have  been  preserved  by  the  metre  in  irlavpec,1 
KtKkriyovTtQ,'1  and  the  vocative  vv/j.fa,3  and  in  97/0. 4  To  the 
metre,  again,  we  must  ascribe  the  preservation  of  the  ^Eolic 
forms  of  the  personal  pronouns.5  Other  ^Eolisms,  no  doubt, 
once  existed  here  and  there  in  the  text  of  which  no  trace 
now  remains,  since  in  two  passages,  <j>\i\pETai  for  the  received 
6\t\pErai}6  and  iropdaXig  for  the  Aristarchean  TraphtXic,1  were 
read  by  Zenodotus  and  the  Venetian  Codex.  A  fortunate 
chance  has  preserved  for  us  the  specifically  ./Eolic  title  ulavfx- 
vtitt)q  in  Od.  6  258.  Several  other  yEolisms  may  further  be 
detected  in  the  poems  ; 8  among  these  Key,  by  the  side  of  the 
Tonic  ay,  is  the  most  noticeable.  In  the  Iliad  key  occurs  121 
times  before  vowels,  78  times  before  consonants  ;  /ce  occurs 
145  times,  k  76  times,  x  4  times,  eigokev  7  times,  elaoKe  18 
times,  eIctok  3  times,  wq  kev  and  &c  ke  ii  times.  On  the  other 
hand,  a.v  is  found  137  times,  and  the  compound  uv  kev  once.9 
Such  a  compound  could  only  have  been  formed  when  all  sense 
of  the  original  meaning  of  kev  had  passed  away.  Perhaps,  how- 
ever, the  best-known  yEolism  is  the  nominative  of  masculine 
nouns  of  the  first  declension,  like  vEfEX-qyEpiTa.  We  find  it 
almost  always  in  certain  stock  phrases  and  set  positions.  In 
alxprjTu  l0  the  form  has  been  half  Ionised  after  the  model  of 
alxixriTtjc,  which  thrice  occurs  n  in  imitation  of  the  older  usage. 

1  II.  O  680 ;   Od.  e  70.  *  Od.  fx.  256,  I  30. 

3  //.  T  130  ;   Od.  5  743.  4  //.  A  268,  B  743. 

5  Namely,  &p.^s  {II.  #  432 ;  Od.  1  303,  321,  x  55)  ;  &V-M")  twenty- 
one  times  ;  &(ifie  {II.  A  59,  H  292,  378,  397,  K  346,  E  62,  2  268,  X  219, 
n355;  Od.  1404,  k  209,  fi  221,  x  73)  ;  *W*«  {H  A  274,  335,  E  481, 
¥469,  CI.  242;  Od.  <p  231)  ;  vfifxt(v)  seventeen  times;  tififj-e  {II.  Vt  412  ; 
Od.  v  357,  0-407,  «  109). 

6  Od.  p  221.  7  //.  N  103,  P  20,  *  573. 

8  'AA/ci  {Od.  £130),  &WvBis  {Od.  e  71,  369),  &fiv5is,  viraiOa  (five  times 
in  the  Iliad  alone),  iwaaavTzpoi  (always  after  the  first  trochee,  //.  A  387  ; 
Od.  ir  366,  &c),  axevov,  anovpas,  5eva>  (by  the  side  of  the  Ionic  Se'co), 
f/j.fi€vai  (instead  of  the  Ionic  efyievcu,  forty  times  in  //.,  twenty-one  times 
in  Od.),  typijyopQai,  iKixv^v. 

9  //.  N  127.  I0  //.  E  197.  "  II.  T  179,  P  588  ;   Od.  P  19. 
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This  has  also  been  the  case  in  rjirvra  for  cnrvra-.1  The  later 
Ionic  poets,  forgetting  the  origin  of  the  form,  identified  its 
termination  with  that  of  the  accusative  in  -«,  and  hence  we  find 
ivpvoTza  used  as  an  accusative  in  II.  A  498,  9  206,  3  265,  O 
152,  £l  98,  331.  The  grammarians  of  Alexandria  carried  the 
misconception  still  further,  and  Priscian  and  the  Scholiasts  lay 
down  that  such  words  are  indeclinable  and  may  be  used  in 
any  case  whatever. 

The  inferences  to  be  drawn  from  these  facts  are  irresistible. 
^Eolic  lays  form  the  background  of  those  Ionic  poems  which 
we  call  Homer.  It  was  among  the  cities  of  ^Eolis,  in  that  very 
Trojan  land  in  which  the  scene  of  the  Iliad  is  laid,  that  the  Greek 
Epic  first  grew  up.  From  the  hands  of  yEolic  bards  it  passed 
into  those  of  their  Ionic  neighbours,  but  carrying  with  it 
memorials  and  evidences  of  its  origin.  Epithets  and  phrases 
that  had  become  part  of  the  rhapsodist's  stock-in-trade  were 
interwoven  into  the  Ionic  versions  of  the  old  lays  ;  the  proper 
names  and  the  legends  attached  to  them  were  handed  on  to 
the  new  schools  of  Homeridae ;  and  here  and  there  an  ^Eolic 
word  or  form  was  retained  where  it  suited  the  metre  better 
than  its  Ionic  equivalent.  Philology  thus  confirms  the  tra- 
dition which  made  Smyrna  the  birthplace  of  Homer  and  the 
earliest  seat  of  Homeric  poetry,  and  is  confirmed  in  its  turn  by 
the  subject-matter  of  the  Iliad  which  localises  the  '  tale  divine  ' 
of  ancient  Aryan  mythology  in  the  Troad.  It  was  there  that 
the  yEolic  fugitives  from  the  Dorians  had  to  wrest  a  new  home 
for  themselves  from  the  hands  of  its  Asiatic  possessors. 

But  ./Eolisms  are  not  the  only  alien  elements  that  we  find 
in  Homer.  There  is  an  Attic  colouring  in  the  poems  as  we'll. 
So  strong,  indeed,  is  the  latter  that  Aristarchus  held  Homer 
to  have  been  an  Athenian,  and  Cobet  considers  the  poems  to 
have  been  partially  Atticised. 

We  must,  of  course,  be  on  our  guard  against  assuming  too 
hastily  that  a  form  is  Attic  because  it  occurs  in  Attic  Avriters 
and  not  in  the  Ionic  of  Herodotus.  Attic  is  an  offshoot 
of  the  Ionic  dialect ;  Old  Attic  may  be  regarded  as  a 
sister  of  Old   Ionic  ;   and  it  would  only  be  natural  to  find 

1  //.  H  384. 
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many  archaic  forms  in  New  Attic  which  have  been  lost  even  in 
Old  Ionic.  It  does  not  follow  that  they  did  not  exist  in  Old 
Ionic.  The  form  dviwye,  for  example,  is  not  an  Atticism, 
but  an  Old  Ionicism.  Only  those  forms  and  words  must  be  ac- 
counted Atticisms  which  can  be  shown  by  Comparative  Philo- 
logy to  have  grown  up  subsequently  to  the  separation  of  the 
Attic  from  the  remaining  Ionic  dialects.  Forms  originating  in 
phonetic  decay  or  false  analogy  which  are  not  found  in  New 
Ionic  are  Attic  peculiarities,  the  growth  and  creation  of  Attic 
soil;  but  no  others.  Genuine  Atticisms,  however,  exist  in 
abundance  in  both  Iliad  and  Odyssey.  Thus  we  have  the 
accusatives  Tutiij,1  Mjjkigtj/,2  'Ocvcrij,3  like  hpi)  in  Euripides  ; 4 
Qta  used  sixty  times  in  place  of  the  older  deoc  ;  rw  occurring 
twice,  (Tfil)  once,  oipCbv  once,5  and  ocpiai  fifty-five  times  ;  con- 
tracted futures  like  ktei>e~i,  teXe'i  and  KOfiiw,  a y\a U'tardai  ;6 
heterogen  aorists  like  ettevov ;  and  optatives  like  ETnaycjiriQ 
with  o  instead  of  e,7  and  the  termination  dropped  in  the  third 
person  singular  (viripaxoi  for  i»7T£f>o-xolv[r])-8  Were  we  to  listen  to 
Professor  Paley,  the  list  of  Atticisms  might  not  only  be  largely 
extended,  but  also  be  referred  to  the  language  of  the  Periklean 
age.  Among  the  Atticisms  he  quotes  we  find  such  phrases  as 
ore  jxev — ote  $i  ;  ol  ctfupi  Tlpia/jLov,9  TrapaftaWtadai  \pv%{])'^° 
ttoie'ivOcil  TralSa  in  the  sense  of  'adopting/ n  kir\  Zwpwr,  'while 

gifts  last/12    like   /ua'x^e    etti,13    irepihorjQai   rivog,    '  to    wager/14 

cenrvelv  iv  &py,  '  to  take  an  early  dinner/  15  bkeivoi,  in  the  sense 
of  'the  enemy/16  p)  tlxpeWe  yeviodat,17 ?>  auVoc,18  a  phrase  which 

1  II.  A  384.  2  II.  O  339.  3  Od.  t  136. 

4  Alk.  25.     Compare  Aristoph.  Acharn.  1151.  5  Od.  862. 

6  II.  O  65,  T  104  ;  A  161,  Od.  i//  20  ;  77.  B  389,  Y  140,  K  331,  A  232, 
I  132,  274,  *  373,  Od.  ix  230,  v  229  ;  //.  K  331,  A  454,  2  133  ;  Od.  0  546, 
X  256.  The  contracted  futures  in  -«£,  -ioZjxai,  however,  occur  eleven  times 
in  Herodotus. 

7  See  //.  I  284,  142,  E  241  ;  Od.  K  838.  Herodotus,  however,  has 
iveol  (vii.  6). 

8  Od.  I  184  ;  II.  H  107  ;   Od.  0  317. 

9  II.  T  146.  10  II.  I  322.  "  //.  I  495. 

12  II.  I  602.  ,3  //.  P  368.  u  11.  *  485  ;  Od.  <p  78. 

15  //.  P  176.  ,6  //.  2  188.  >'  //.  P  686. 

19  11.  Z  39  ;  Od.  7}  55,  326,  &c. 
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certainly  has  a  very  modern  ring  about  it.  Equally  striking  are 
some  of  his  instances  of  single  words,  as,  for  example,  Kara- 
h^jio'popriuai,  where  Karh  has  its  peculiarly  Attic  sense,1  eitecuke 
in  the  sense  given  to  it  by  Attic  law,2-  dval-aadat  with  the  mean- 
ing of  'reckoning,'3  tBEXovTiipes*  I-vveto,5  d>ip  in  the  sense 
of  'air,'  not,  as  in   Old  Ionic,  of  'mist,'6  uXXote  for  eviore, 

TTTOvCrj    for    /j.6\ic,    aliCWQ    for    deacuic,7   ETrirriCEC,    tifiodei',    a<7<7«,8 

IrjffEv  for  ECErjaEt',9   yewaiog   in   the   sense   of  'legitimate,'10 

dXXoloc,  oaaKic,    gkotioc  '  illegitimate,'  u    £7rt?oDi'CU,12    and  ettciX- 

IeoiP  The  use  of  the  old  demonstrative  pronoun  as  an 
article  also  points  to  a  comparatively  late  date,14  and  the  same 
conclusion  may  be  drawn  from  verbal  forms  in  -u^eiv  and  -i£ew, 
like  7ra7T7ra£eti',  fiETOKXd^Etv,  ohoTTOTa^Eiv,  i'EV<jrd^Eiv  and  IikuL,eh- 
(which  reminds  us  of  the  Athenian  law-courts),  or  ipari^Ew, 
dri^eir,  keXtiti£eu',  dXEyifcir,  fiEyaXi^Ecrdat.15    Perhaps  Mr.  Paley 

goes  too  far  when   he  claims  a  philosophic   origin   for  such 

Homeric  verbs  as  dfpatVEW,  CEtXaivEii',  fiwpaii'Eiv,  ^aXEKah'Eir, 
Idapyah'Etv,  opfxait'Ett',   davfiaii'Eir,    fxevEaivEiv,   KveuirEW,   though 

we  should  have  expected  to  meet  with  them  in  Theophrastus, 
rather  than  in  Old  Ionic  poems  addressed  to  a  popular  audience. 
It  is  not  difficult  to  account  for  this  Attic  colouring.  Some 
of  the  Atticisms  are  probably  due  to  the  belief  of  Aristarchus 
in  the  Attic  birth  of  Homer  ;  indeed,  we  know  that  in  certain 
passages  where  he  adopted  an  Attic  form  the  readings  of  Zen.o- 
dotus  were  different.  Others,  again,  may  be  explained  by  early 
errors  on  the  part  of  copyists.  But  the  greater  number  admits 
of  but  one  interpretation.  The  Homeric  poems,  as  we  have 
them,  must  have  passed  through  Attic  hands,  and  undergone  an 
Attic  recension.  Nor  is  this  at  variance  with  what  we  know  of 
their  history.  The  pseudo-Platonic  Hippaixhus  ascribes  to 
Hipparchus  a  recension  or  redaction  of  Homer  which  later 
writers,  Cicero,  Josephus  and  Pausanias,  ascribe  to  Peisistra- 

1  //.  2  301.  2  //.  1  148.  3  Od.  7  245. 

4  Od.  0  292.  5  Od.  5  76.  6  //.  H  288. 

7  II.  X  336.  8  //.  K  208,  &c.  9  II.  2  100. 

10  II.  E  253.  »  II.  Z  24.  »  II.  ¥  559.  ]3  II.  V  332. 

14  As  in  II.  T  55,  Z  201,  K  11,   2  IO,  T  320,  *  526,  X  59,  V  295. 

15  [The  old  verb  nr)$i£eiv  disproves  this. — M.] 
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tus.  We  cannot  suppose  that  the  public  library  Peisistratus 
founded  was  without  copies  of  Homer,  or  that  when  one  of  his 
editors  was  convicted  of  altering  and  interpolating  documents 
so  sacred  as  the  Oracles  of  Musseus,1  the  old  epic  literature 
would  have  been  treated  more  reverently.  Solon  is  accused  of 
inserting  certain  passages  in  Homer  in  order  to  glorify  the 
Athenians,  and  this  accusation  of  itself  implies  a  consciousness 
of  the  Attic  origin  of  some  parts  of  the  poems.  It  is  not  im- 
possible that  Mr.  Paley  may  be  right  in  referring  some  of  the 
Atticisms  he  has  enumerated  to  so  late  a  period  as  the  Peri- 
klean  age,  since  it  is  hard  to  see  in  Od.  y\  81  an  allusion  to  any 
other  building  than  the  Erechtheum,  which  was  erected  about 
the  year  432  B.C.  At  any  rate  there  is  plain  proof  that  the  Ho- 
meric poems  underwent  a  process  of  manipulation  in  Attica;  at 
how  late  or  early  a  time  this  process  terminated  must  remain 
undecided. 

It  must  now  be  quite  clear  that  the  language  of  the  poems 
is  an  artificial  one,  a  sort  of  curious  mosaic  in  which  archaisms 
and  modernisms,  fragments  of  Mo\\c,  Attic  and  Ionic  are  em- 
bedded side  by  side.  It  testifies  to  slow  growth  among  guilds 
of  professional  poets  who  received  from  their  predecessors  a 
series  of  stock  subjects,  a  stock  mode  of  treating  them,  and  a 
body  of  traditional  words  and  phrases.  This  fact  is  confirmed 
— though  further  confirmation  is  not  needful — by  the  occur- 
rence in  Homer  of  words  and  forms  which  are  the  product  of 
false  analogy,  and  owe  their  existence  to  the  misinterpretation 
of  the  older  part  of  the  Homeric  language. 

Reference  has  been  already  made  to  some  of  these,  and, 
indeed,  so  numerous  are  the  examples  of  such  erroneous  forma- 
tions in  Homer,  that  it  is  easy  to  find  illustrations  of  them.  In 
some  cases  we  can  actually  see  the  process  of  creation,  as  it 
were,  going  on.      Thus  in  Od.    i\  95  we  read  :   iv  11  dpovoi 

Trepi  roi\ov  tprjpeCar  'irda  Kn\  evda.  Here  ept'ipeSaro  is  a  per- 
fectly normal  Ionic  formation  from  the  root  of  epeidio  ;  the 
dental  belongs  to  the  root,  and  accordingly  appears  in  all  the 
other  tenses  of  the  verb.  But  a  few  lines  before  (86)  we  have 
another  verse,  which  is  evidently  formed  on  the  model  of  the 

'  See  Hdt.  vii.  6. 
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one  just  quoted,  and  only  differs  from  the  latter  half  of  it  in 

Substituting   eXr]Xicaro    for    eptjpecara.      'EXrjXuaro,    however,    is 

etymologically  and  grammatically  an  impossible  form ;  the 
present  tense  is  eXavvw  and  the  root  is  lav,  with  no  trace  of 
either  a  dental  or  a  vowel  e.  The  word,  in  fact,  is  due  to  the 
false  analogy  of  eprjpicaro  and  the  misunderstanding  of  the 
archaic  pluperfect  form.  In  the  Odyssey,1  again,  we  find  a 
verse  which  can  only  be  explained  as  the  creation  of  false 
analogy.  The  translation,  '  seals,  the  offspring  of  the  sea- 
foam,'  gives  a  radically  wrong  sense  to  both  veiroBeQ  and 
aXoavhr).  The  last  word  is  a  compound  of  a\c  and  avcri],  an 
old  Ionic  feminine,  answering  to  a  Sanskrit  sun-ya  (from  the 
root  su,  '  to  beget '),  and  signifying  '  daughter'  or  '  offspring.' 
The  Sanskrit  sun-ya  (by  the  side  of  the  masculine  sunus,  'son') 
would  have  been  represented  in  Old  Ionic  by  avvyri,  but  the_>w/ 
after  first  developing  a  dental,  as  is  so  frequently  the  case  in 
Greek,  disappeared,  leaving  awct],  and  by  metathesis  avcvii. 
Some  early  '  Homeric '  verse,  now  lost,  must  have  once  existed 
in  which  the  seals  were  called  vIttoceq  aXovvhat,  'footless  off- 
spring of  the  sea,'  viirueeQ  (or  rather  v^ttoIeq)  a  being  a  com- 
pound of  ttovq  and  the  same  negative  that  we  meet  with  in 
rt]Kepct)g  or  the  Latin  nefas.  The  second  part  of  the  epithet, 
however,  came  to  be  misinterpreted  ;  aXorrvcvt]  was  divided 
into  the  genitive  aXoc,  and  the  non-existent  vCrr^,  which  the 
rhapsodists  connected  with  fJcSwp  and  vcapfo,  and  the  change  of 
meaning  was  complete.  It  only  remained  to  explain  jtVociec, 
which,  now  that  its  substantive  had  been  turned  into  a  genitive, 
necessarily  signified  '  offspring,'  and  this  was  easily  done  by 
referring  it  to  arixptoe.  The  superfluous  dental  did  not  trouble 
the  etymological  consciences  of  the  Homeric  poets.  It  is 
probable  that  this  passage  of  the  Odyssey  was  not  the  only 
place  in  Homeric  literature  in  which  the  mistaken  use  of 
rtVo^e  occurred,  since  we  find  both  Kallimachus  3  and  Theo- 
kritus  4  employing  the  word  in  the  same  sense. 

1  5  404  :  a/j.<p\  8e  fiiv  (pu>Kat  verroots  Ka\rjs  akocrvSvris. 

2  The  shortened  form  would  belong  to  the  New  Ionic  period. 

3  b  Keios  'Twlxov  vtirovs. 

4  xvii.  25  :   a0a.va.TOi  5e  Ka\€vvra  eol  vtvoSes. 

2  2* 
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Two  other  instances  of  false  analogy  may  be  quoted,  which 
will  show  even  more  clearly  the  artificial  character  of  the 
Homeric  dialect.  In  II.  Z  289  the  loss  of  the  digamma 
caused  some  rhapsodist  or  scribe  to  alter  the  original  phrase 
niirXoi,  TvafjivoiiaXu  fepya  yvraucwv  into  TriwXot  irrt^ToiKtXot, 
tpya  yvvaucZv,  and  this  corrupt  reading  has  been  imitated  by 
the  author  of  Od.  o  105,  where  we  have  iriirXoi  TvaiiwoiKiXot, 
owe  KitfXEi'  avT>i.  A  similar  blunder  occurs  in  II.  12  6,  a 
verse,  it  is  fair  to  state,  which  was  rejected  by  Aristophanes  and 
Aristarchus  themselves.  Here  the  impossible  form  aicporrJTa 
originates  in  the  corrupt  reading  of  II.  II  857  and  X  363, 
where  Clemm  has  restored  cporTfra  (for  ycporijra  as  epu>\p  for 

Perhaps  one  of  the  oddest  of  these  new  creations  of  the 
Homeric  poets  is  the  adjective  'ioc,  l  one,'  in  II.  Z  42 2. l  From 
the  root  ae/x,  the  Greeks  had  formed  a  numeral  '  one,'  which  was 
declined  in  the  nominative  (rt/xg,  aefua,  tre/j.  By  the  ordinary 
phonetic  laws  of  the  language  these  "finally  became  ug,  jum  (for 
apin),  h>,  and  in  epic  fila  sometimes  lost  its  initial  consonant 
like  some  other  words  (e.g.  Xelfiw,  yalu).  Then  came  the  mis- 
conception of  later  composers.  The  feminine  Va  was  supposed 
to  bean  adjective  declined  like  rifiiog,  and  hence  the  monstrous 
iu>  instead  of  e  vi. 

The  intensive  vxa  has  arisen  in  much  the  same  way.  The 
root  of  e'xw  could  never  of  itself  have  passed  into  the  meaning 
given  to  «xa  3  ft  was  onry  m  combination  with  i£  (as  in  iUx**) 
that  it  was  able  to  acquire  an  intensive  or  superlative  sense. 
But  there  must  have  been  some  passage  or  passages  in  which 
the  rhapsodists  divided  the  compound  e^a  in  an  incorrect 
way,  assigning  IE,  to  the  verb  of  the  sentence  by  supposing 
that  in  the  obsolete  dialect  of  early  Ionia  «x«  alone  meant 
'  very.'  Hence  the  numerous  passages  in  which  it  is  used 
in  this  sense.  If  Mr.  Paley  is  right,  biripfjiopa 2  has  had  a 
similar  origin,  being  formed  after  the  analogy  of  such  Attic 
compounds  as  irapuXoyog  or  uruXoyov 

The  same  scholar  has  pointed  out  a  passage  3  in  which  the 

1  01  jxiv  irdvTts  l(f  k'iov  ijfiari"A'ilSos  ttcro).  2  //.    B  155. 

3  77.  K  466  :  Se'eAoj/  8'  cttI  cfjwa  t'  td-qKev. 
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adjective  lizXov  (=cf/\or)  is  used  as  if  it  were  a  substantive 
with  the  meaning  of 'mark.'  This  mistake  could  only  have 
been  made  after  the  contraction  of  the  original  hhXoq  through 
ctfXoe  into  the  New  Ionic  e>/\oc  and  a  forgetfulness  that  the  two 
words  were  really  the  same.1  Another  example  of  the  same 
kind  is  the  use  of  uyyeXiijc,  the  genitive  of  ayytXi-q,  as  a  mas- 
culine nominative  meaning  '  messenger.' 2  A  passage  must  have 
occurred  in  the  traditionary  lays  in  which  the  form  of  the  sen- 
tence rendered  the  blunder  possible,  and  since  the  primitive 
alpha  of  the  termination  had  already  become  eta,  the  passage 
in  question  would  have  been  of  later  date  than  the  separation 
of  the  Attic  dialect  from  the  Ionic  stock.3  Other  instances  of 
similar  blundering  that  may  be  quoted  are  the  confusion  of 
\ip>i«,  the  accusative  of  the  substantive  \ipnc,  with  the  com- 
parative ■xjEptioraf  and  the  use  of  nXisc,  'full.'  as  7rA.£iO)£c,5 
'more.' 

Of  a  somewhat  different  character  are  the  false  presents  etcw, 
TTfftuyu),  urwyw,  -nitypaZu),  &c.  from  the  perfects  eIko.  (=EO(JCa), 
■nityzvya,  cU'wya,  ^i^pa^a,  which  had  come  to  be  employed  in  a 
present  sense,  or  the  false  futures  xpcuo>"j"7w>  «2>/ffw,  rvx'/ffw> 
r-tTciQiirru),  inc-Tn'/ao)  formed  from  the  aorist  infinitives  x9ai(T^~u'j 
uelv,  Tv%t~tr,  utir  18 en;  evunreii;  which  were  confounded  with 
the  present  infinitives  of  contracted  verbs  in  -e'w.  The  con- 
traction they  imply  indicates  the  late  date  at  which  they  were 
coined,  and  they  point  to  a  belief  that  the  forms  of  the  Epic 
dialect  were  so  far  removed  from  those  of  the  dialect  of  every- 
day life  as  to  admit  among  them  almost  any  new  coinage  which 
suited  the  metre  and  had  an  archaic  ring. 

1  Ae'eAoi/  is  the  same  woid  as  the  second  part  of  the  compound  epithet 
(vSeU\o<t,  where  we  ought  certainly  to  read  ei-Srje\os.  In  the  latter,  how- 
ever, the  first  syllable  remains  long  by  way  of  compensating  for  the  loss  of 
the  digamma,  whereas  in  SieAov  it  has  been  shortened  in  accordance  with 
the  usual  habit  of  New  Ionic.  « 

-  //.  T  206,  N  252,  O  640. 

3  Since  the  Attic  dialect  retains  the  original  alpha. 

4  77.  A  400. 

5  //.  B  129,  A  395  :  To'<r<roe  i^di  (prjfxt  irAeas  tu/mevai  vTas  'Axaiuv 
TpouevV  •   olwvul   5e  irepl  T/Xees  T)6  yvvaiKfs. 
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To  the  same  belief  must  be  ascribed  many  of  the  other 
products  of  false  analogy  in  Homer.  Thus  nineteen  aorist 
infinitives  in  -itiv  which  stand  for  -tyeiv  are  found  in  the 
poems  l  which  are  erroneously  formed  after  the  model  of  the 
uncontracted  present  infinitives  of  verbs  in  -ew.  Curtius  has 
shown  from  a  comparison  of  the  forms  of  the  infinitive  in 
Ionic,  Doric,  and  /Eolic  that  <piptiv  represents  an  original 
(pept-fe)',  which  in  Ionic  became  successively  tytptev  and  tyipuv 
(for  tytpziv),  so  that  the  first  e  of  the  Homeric  forms  in  -ieiv  is 
historically  false.2  Thus,  again,  the  futures  ai'vw  from  arvrw,3 
ipvu),4  and  eiTarvu),5  are  modelled  upon  the  Atticising  futures  of 
verbal  stems  in  -s,  which  primitively  had  a  double  sigma  in  this 
tense,  afterwards  in  New  Ionic  dropped  one  of  them,  and  finally 
lost  both.  Thus,  too,  the  form  cidu~t<jOa,G  from  the  root  da,  is  a 
mere  imitation  of  oloQa  for  olo-da  from  the  root  vid,  the  sibilant 
being  erroneously  imagined  to  be  part  of  the  second  person 
ending  in  the  archaic  Epic  dialect;7  the  compounds  Idaiyevrie* 
yvvaifiavtic,9  are  due  to  the  analogy  of  Qrifiaiyeviic,  where  alone 
the  locative  Qiifiai  is  right ;  and  the  so-called  diectasis  or 
resolution  of  vowels,  which  is  so  frequently  resorted  to  for  help- 
ing out  the  metre,  has  been  proved  by  Mangold  and  Wacker- 
nagel  to  be  the  result  of  an  affected  archaism.  'EXowm,  for 
example,  in  77.  N  315,  Od.  ?/  319,  is  a  false  resolution  of  the 
contracted  tXdxri  of  Herodotus,  icpe^ou,  in  //.  II  83,  of  the 
Kpefiuifisy  which  we  find  in  the  Plutus™  of  Aristophanes.  Forms 
like  yarouxrai,  ij(ju)Ovteq,  bputvTE,  yoouirra,  cutiowvto,  dXow,  irpuj- 
oi'eq  and  Oowkoq  are  grammatically  and  phonetically  impos- 
sible. According  to  the  phonetic  laws  of  the  Ionic  dialect,  the 
middle  stage  between  bpaw  and  bpu>  is  bpiio,  not  opou,  and  the 
theory  of  an  assimilation  of  the  vowels  is  set  aside  by  the  in- 
variable usage  of  Ionic  authors  and  of  the  Epic  dialect  itself, 

1  E.g.  //.  B  228,  A  263,  2  511,  T  15,  V  467,  n  608  ;   Od.  a  59,  e  341 ;, 
137,  A  232,  n  446,  t  477,  x  426. 

2  The  infinitive  in  -eeiv  is  found  thrice  in  Hesiod's  Shield ;  never  in  the 
Works  and  Days,  or  in  the  elegiac  writers. 

»  //.  A  56,  A  365.  *  //.  A  454,  O  352,  X  67. 

5  Od.  <(>  97,  127,  174.  6  //.  T  270. 

7  Similarly  we  find  exei<r^a  and  tyiXeiada  in  Sappho,  which  made  the 
grammarians  fancy  the  form  to  be  an  ^Eolic  one. 

8  Od.  I  203.  9  //.  r  39.  »«  v.  312. 
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except  in  the  limited  number  of  cases  under  consideration. 
Moreover,  ov  and  v  could  not  become  w,  much  less  could  0  do 
so.  The  whole  set  of  forms  is  the  creation  of  rhapsodists  and 
scribes  endeavouring  to  restore  the  metre  of  lines  which  the 
contraction  of  two  short  syllables,  the  loss  of  the  digamma,  or 
the  decay  of  some  other  peculiarity  of  early  pronunciation,  had 
violated,  and  who  looked  for  the  means  of  effecting  this  to  the 
supposed  analogy  of  other  old  words. 

If  further  proof  is  wanted  of  the  artificial  nature  of  the 
Homeric  dialect,  it  would  be  found  in  two  facts.  The  first  of 
these  is  that  the  parallel  forms  of  various  date  and  origin  which 
coexist  in  the  poems  are  generally  of  different  metrical  quantity, 
and  accordingly  highly  convenient  for  the  verse-maker's  pur- 
poses. Thus  the  ^olic  ififtevai  serves  as  a  dactyl,  efievai  as 
an  anapaest,  Ipfxtv  as  a  trochee,  epav  as  a  pyrrhic,  and  iivai  as  a 
spondee,  and  it  is  plainly  metrical  necessities  that  have  pre- 
served the  ^Eolic  forms  of  the  personal  pronouns.  The  second 
fact  is  that  short  syllables  are  lengthened  where  too  many  come 
together  to  allow  the  word  in  which  they  occur  to  be  otherwise 
used  in  the  hexameter.  Hence  it  is  that  the  first  syllable  of 
adavaroc  is  always  long,  that  v\prjp£<ptog  is  the  genitive  of 
vipepecpi'ic,  that  liop  has  a  in  dissyllabic  forms  and  u  in  trisyllabic 
ones,  and  that  we  find  indifferently  uTretpiawg  and  uTveptiatog, 
fieXan  and  fxeiXaii.1  Hence,  too,  we  find  Kvavoc,  Kvaiowpupor, 
and  KHavwirtg,  but  xvaveog,  Kvavove^a,  KvaroTriizXog,  and  kvuvo- 

The  long  vowels  and  diphthongs  by  which  the  lengthened 
quantity  of  these  naturally  short  syllables  is  pointed  out  in 
writing  are  due  to  the  scribes,  and  are  probably  of  late  date. 
How  modern  the  manuscripts  were  which  Aristarchus  had 
before  him  is  shown,  as  Giese  has  remarked,  by  his  uncertainty 
regarding  the  insertion  of  the  aspirate  except  where  it  was  indi- 
cated by  an  elision.  The  alterations  made  in  the  text  by  the 
scribes  both  of  the  Alexandrine  and  of  an  earlier  period  were 
numerous  and  sometimes  revolutionary.     No  doubt  of  this  can 

1  //.  a  79. 

2  So,  also,  avfioala  {Od.  |  IOl),  'airoveeaQai,  iiTrepo-irevai  (Sanskrit 
dpara),  T)ve/j.6eis,  Sirjce/c^s,  elX&nvos,  6e/ifi\ta  {II.  V  255),  tiav6s  {II.  n  9), 
ayvoifjffi  {Od.  w  218),  eiaptv6s,  elpetrirj,  'o.Koi/j.aros,  &c. 
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remain  after  the  labours  of  Nauck,  Cobet,  and  Wackernagel. 
The  hiatus  caused  by  the  loss  of  the  digamma  was  mended  in 
various  ways.  Sometimes  p  is  inserted,1  sometimes  r',2  some- 
times re,3  sometimes  c',4  sometimes  y  or  ys,5  sometimes  k.'.6 
At  other  times  the  plural  takes  the  place  of  the  dual  (as  II.  T 
371,  372,  for  x£'Pe  PiFoiKe),  or  the  vocative  the  place  of  the 
nominative  used  vocatively,  as  in  II.  r  2  77.7  New  forms, 
again,  are  substituted  for  older  ones,  as  in  II.  N  107,  where 
Zenodotus  and  Aristophanes  preserve  the  older  reading  vvr  ce 
i\ag  ttuXujc  corrupted  into  vvv  V  ekuQev  ttoXioq  in  the  MSS.  of 
Aristarchus,  and  the  words  of  a  verse  may  even  be  transposed 
or  changed,  as  when8  arrj  II  vapoiB''  tirniav  IrftioKOfizvoQ  is  turned 

into  orf)   h'  'ittttwi'  irpmrapmHe'   EecKT^ofxeyoQ  or  Toiovce  ricor   into 

tokwtov  'icor.9  A  frequent  source  of  error  has  been  the  con- 
traction of  short  syllables  during  the  age  of  Attic  influence, 
resulting  in  various  corruptions  of  the  text  in  order  to  restore 
the  violated  metre.  Equally  frequent  has  been  the  misreading 
of  the  older  MSS.  in  which  E  represented  both  ?/  and  ei  as  well 
as  f,  and  O  w  and  ov  as  well  as  o.  Eut  it  must  be  remembered 
that  it  is  often  far  from  easy  to  distinguish  false  forms  which 
have  arisen  from  the  mistakes  of  the  later  copyists  and  critics 
from  those  which  belonged  to  the  older  period  of  oral  recita- 
tion. In  many  cases  we  shall  never  be  able  to  determine  with 
accuracy  whether  we  are  dealing  with  a  corruption  of  the 
written  text  or  with  a  product  of  the  age  before  the  poems 
were  first  written  down. 

About  one  point,  however,  there  need  be  no  hesitation. 
Throughout  the  whole  of  Homer  words  which  in  Doric  have  k 
from  an  original  kiv  (Latin  qu)  appear  with  ir\  never  k.  Thus 
we  find  uttwq,  irwc,  irov,  Ttol,  &c.  Yet  we  know  from  both  in- 
scriptions and  the  MSS.  of  Kallinos,  Mimnermus,  and  He- 

1  //.  B  342,  A  467  ;   Od.  e  321.        2  //.  E  467,  E  348  ;    Od.  (p  401,  if/  8. 
3  //.  I  379,  M  162  ;   Od.  a  41,  o  507. 

*  II.  A  509,   A  792,   M  412,   O  403  ;   Od.  0  332,   7  216,    5  556,  \  442. 
b  77.  A  548  ;  Od.  a  1 13,  a  233.  6  //.  A  64,  T  250. 

7  An  instance  is  quoted  by  Hoffmann  from  77.  B  8,  where  for  ov\e 
uvfipe  we  should  read  ouAos. 

8  Od.  o  150.  9   Od.  C  160. 


THE   QUESTION  OF  SINGLE  AUTHORSHIP.    sr9 

rodotus,  that  the  New  Ionic  still  preserved  the  older  k  up  to 
the  fourth  century  e.c.  It  is  difficult  to  ascribe  the  change  of 
spelling  to  the  Atticising  influence  discussed  above,  since  the 
latter  would  not  well  explain  the  thoroughness  with  which  the 
change  has  been  carried  out.  The  change  is  rather  the  work 
of  the  copyists  of  a  later  day,  influenced,  no  doubt,  by  the 
theory  that  Homer  was  of  Attic  birth.  Quite  parallel  is  the 
appearance  of  an  aspirated  letter  in  many  words  which  retained 
the  simple  tenuis  in  the  Ionic  of  Herodotus  and  the  inscrip- 
tions.    An  instance  of  this  is  liyofiai  in  the  place  of  ItKOfxai. 

The  conclusions  to  be  derived  from  a  close  examination  of 
the  language  of  the  Iliad  and  the  Odyssey  make  it  almost 
superfluous  to  refer  to  the  question  whether  these  two  works 
were  the  production  of  one  author  or  of  two.  Since,  however, 
the  question  is  even  now  keenly  debated,  it  is  as  well  to  see 
what  light  can  be  thrown  upon  it  by  the  language  of  the  poems. 
Though  this  has  shown  us  that  the  national  Epic  of  ancient 
Greece,  like  the  national  Epics  of  all  other  peoples — the  Maha- 
bharata  of  India,  the  Edda  of  Scandinavia,  the  Nibelungen  Lied 
of  Germany,  the  Kalevala  of  the  Finns — grew  up  slowly  and 
gradually,  passing  through  the  mouths  of  numberless  genera- 
tions and  schools  of  poets  and  reciters,  and  assuming  new 
forms  among  each  ;  nevertheless  there  must  have  been  definite 
individuals  to  whom  the  arrangement  and  grouping  of  this 
traditional  matter  was  due,  to  whom,  in  fact,  the  Iliad  and  the 
Odyssey,  the  Thebais  and  the  Kypria,  the  Lesser  Iliad  and  the 
other  specimens  of  Epic  literature,  as  separate  poems,  owed 
their  origin.  We  know  that  the  last  line  of  the  Iliad  is  but  the 
protasis  of  which  the  first  line  of  the  yEthiopis  formed  the 
apodosis,  and  that  the  poet  of  the  Odyssey  '  appeals  to  the 
Muses  to  relate  to  him  '  also '  as  to  others  who  had  gone  before 
the  adventures  of  the  Greek  heroes  on  their  return  from  Troy. 
It  is  plain,  therefore,  that  some  principle  was  adopted  in  cutting 
off  one  portion  of  the  mass  of  Epic  matter  from  another,  in 
throwing  it,  that  is  to  say,  into  the  shape  of  a  single  indepen- 
dent poem.  But  a  merely  superficial  reading  will  convince 
most  people  that  there  is  a  very  decided  difference  of  tone  and 

1  a.  10.     The  neglect  of  the  digamma  in  this  line  should  be  noted. 
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manner  between  the  Iliad  and  the  Odyssey,  that  the  Odyssey 
is  a  much  more  artificial   composition   than  the    Iliad,   and 
breathes  the  spirit  of  a  more  modern  age.    And  this  impression 
is  borne  out  by  differences  in  the  language  of  the  two  poems. 
There  are  about  130  words  found  only  in  the  Iliad,  and  about 
120  found  only  in  the  Odyssey,  and  among  the  latter  occur  not 
only  abstract  nouns  like  mreppa,  xp»7^«,  pop  ft,  apS^ioQ,  £v\r], 
KTijfia,1  but  words  which  denote  a  distinct  advance  in  wealth 
and  luxury,  such  as  hiplovp-yoc,  ieairona,  koit)),  i')\£KTpoi>.     The 
usage  of  certain  words,  too,  differs  in  the  two  poems,  implying 
that  a  different  hand  has  manipulated   the    old   traditionary 
materials  in  the  two  cases.     Thus  different  epithets  are  em- 
ployed for  the  same  object,  or,  what  is  more  significant,  the 
same  epithet  is  employed  in  different  senses.     Aat<ftpcjv  and 
o\o6<ppu>i>,  for  instance,  are  'baleful '  in  the  Iliad,  'crafty'  in  the 
Odyssey,  ivmkXoq  is  used  only  of  the  shield  with  the  meaning 
of 'round 'in  the   Iliad,  of  the  chariot  with  the  meaning  of 
'  well-wheeled '  in  the   Odyssey.     Similarly  fiovXi'ifopog   is  an 
epithet  of  princes  in  the  Iliad,  of  the  dyopa  in  the  more  demo- 
cratic Odyssey.     So,  too,  the  same  word  has  different  significa- 
tions.    In  the  Iliad  kXeiq  is  '  a  collar-bone '  ;  {wart'ip  '  a  warrior's 
belt ' ;  wrtiXii,  '  a  wound '  ;  f/yefiwy,  '  a  guide ' ;  /uwXoc,  '  the  moil 
of  war' ;  eptQ,  'the  battle-strife' ;  tcaXeoj,  'to  call' ;  Kovpiu,  'to 
marshal'     In  the  Odyssey  the  same  words  mean  '  key,'  '  swine- 
herd's belt,'  '  scar,'  '  chief,'  '  struggle,'  '  rivalry,'  '  invite,'  and  '  to 
set  huntsmen  ' ;  the  accusative  of  tpig  in  the  latter  poem  being 
the  analogic   tpiv   of  the  Attic   dialect.      Differences,    again, 
appear  in  the  use  even  of  words  like  (ZoTriow,  which  always 
denotes  place  in  the  Iliad,  time  in  the  Odyssey,  or  in  the  expres- 
sion of  an  idea  like  that  of  the  preposition  'by  means  of,' 
which  is  represented  by  ektjti  in  the  Iliad,  by  Iottjti  in  the 
Odyssey.       It   is,    perhaps,    of  little   moment   that   the   later 
analogic  comparative  of  fiXoc,  ^t'Xrcpog-,  is  found  only  in  the 
Iliad,  (piXlwr  being  alone  employed  in  the  Odyssey  ;  but,  on 
the  other  hand,  we  cannot  overlook  the  significance  of  the 
fact  that  the  contracted  form  of  irapa,  nap,  occurs^only  before 

1  So  ovvofxa,  which  frequently  appears  in  the  Odyssey,  is  found  only 
twice  in  the  Iliad  (r  235,  P  260). 
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the  letters  y,  <T,  ?,  <x  and  r  in  the  Iliad,  and  only  before  k  and  p 
in  the  Odyssey.  We  seem  here  referred  to  a  difference  of 
usage  on  the  part  of  the  poet  or  redactor,  or  whatever  else  we 
choose  to  term  him,  which  points  further  to  a  difference  of 
personality.  Whether  or  not,  however,  the  author  of  the  Iliad 
and  of  the  Odyssey  was  one  and  the  same  individual  is  of  small 
consequence ;  in  any  case  he  has  been  proved  by  the  sure 
evidence  of  philology  to  have  been  but  the  inheritor  of  other 
men's  labours,  and,  like  Castren  and  Lonnrott  in  our  own  age, 
to  have  worked  up  the  materials  provided  by  the  spirit  and 
genius  of  a  whole  nation.  It  was  to  this  spirit  and  genius  that 
the  old  Epic  of  Greece  was  due,  and  rightly,  therefore,  was  its 
creation  named  Homeros,  '  the  fitted  together.'  l 

1  "Ouripos  is  actually  used  with  this  sense  by  Euripides  {Ale.  870),  who 
applies  it  to  the  marriage  bond.  The  form  of  the  name,  and  probably  its 
origin  also,  is  Ionic.  The  word  is  first  found  in  a  doubtful  fragment  (xxxiv.) 
of  Hesiod.  The  statement  of  the  pseudo-Herodotean  Life  of  Homer  that 
the  word  signified  'blind'  in  the  Cumsean  dialect  must  be  a  pure  fiction. 
G.  Curtius  and  Angermann  take  a  slightly  different  view  of  the  original 
use  of  the  word  from  that  adopted  in  the  text.  The  former  says  : — '  Sic 
fere  nomen  Homeri  esse  existimaverim,  tit  primum  poetse  inter  se  con- 
junct et  apti  ofxripoi  vocati  sint,  ii  deinde  gentis  sodalitio  inito  patronymi- 
cum  'O/xriplSai  nomen  acceperint,  postea  vero  ex  civilium  gentium  more 
eponymus  quidam  inventus  sit  "0/j.rjpoi,  qui  gentis  potius  quam  suam  per- 
sonam sustineret.  Nam  similem  sane  in  modum  qui  a  cantu  cv/xoAirot. 
vocati  erant  facti  sunt  Eu/j.o\iriSai,  Eumolpidarum  autem  auctor  inventus 
est  Eumolpus.  Fiet  igitur  Homerus  nobis  auctor  vel  eponymus  poetarum 
gentilicia  communione  inter  se  conjunctorum  ^/;;z/^/t-  der  S&ngerinnungenJ' 
So  Angermann  : — '  Eodem  modo  'O/xripiSai  nomen  sodalitium  ru>i>  bfx.r\p<ev 
(i.e.  poetarum  conjunctorum)  significare,  et"0/j.7ipov  poetamex  ipsapatrony- 
mica  forma  fictum  esse  verisimillimum  est.' 
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ON    THE    DATE    OF    THE    ODYSSEY. 

It  occurs  to  me  that  I  ought  to  say  something  in  answer  to  a 
natural  objection  which  may  be  made  against  the  recent  date 
assigned  to  the  Odyssey  in  this  volume.  If  this  poem  did  not 
receive  its  present  form  till  near  700  B.C.,  how  is  it  possible  to 
account  for  its  vague  and  fabulous  notions  about  the  geography 
of  the  West  ?  For  if  Syracuse  and  Naxos  and  Catana,  and 
many  other  flourishing  Greek  cities,  were  founded  from  735 
B.C.  onward,  surely  the  fables  of  Polyphemus,  of  the  oxen  of 
the  sun,  of  Scylla  and  Charybdis,  and  the  like,  must  have  been 
then  already  long  exploded. 

My  answer  to  this  objection  is  twofold.  In  the  first  place, 
recent  researches  have  shown  the  geography  of  the  Odyssey, 
not  only  as  regards  the  West,  but  as  regards  the  very  home  of 
Odysseus,  to  be  so  vague  and  inaccurate,  that  we  must  regard 
it  as  consciously  imaginary  in  the  poet's  mind.  He  was  no 
primitive  bard  painting  facts  so  far  as  he  knew  them  accurately, 
and  filling  in  the  rest  from  his  imagination  and  from  legend, 
but  a  deliberate  romancer,  who  did  not  care  to  reproduce  tame 
reality,  even  where  he  could  have  easily  ascertained  it.  I 
know  that  some  leading  scholars,  like  Mr.  Gladstone  and  Dr. 
Schliemann,  will  not  agree  with  me,  but  I  will  merely  refer 
the  reader  to  the  latest  and  ablest  survey  of  Homeric  geography 
in  Mr.  Bunbury's  Geography  of  the  Ancients  (especially  vol.  i. 
ch.  iii.  §  3),  where  he  will  see  my  statement  amply  corroborated. 
Not  even  Ithaca,  not  even  the  Ionian  islands,  not  even  the 
neighbouring  coasts  are  described  with  any  approach  to  their 
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real  features.  When  Telemachus  is  described  starting  in  a 
chariot  from  Pylos,  and  driving  in  a  day  to  Sparta  with  his 
companion,1  the  poet  leaves  us  to  imagine  either  a  smooth 
plain,  or  an  easy  high  road  along  which  horses  can  gallop. 
Anyone  who  has  seen  the  country  between  the  two  places  will 
know  how  utterly  absurd  this  notion  is.  And  are  we  to  imagine 
any  high  roads  at  all  through  the  gorges  and  denies  of  Messene 
and  of  Laconia  ?  At  no  period  of  Greek  history  down  to  the 
present  day  was  such  a  journey  possible.  It  follows  that  we 
cannot  infer  the  historical  or  geographical  knowledge  of  this 
age  from  a  poet  who  deliberately  drew  his  pictures,  even  of 
Greece,  from  fancy,  and  not  from  observation. 

It  is  therefore  likely  that  this  geographical  vagueness  was 
the  result  of  intentional  archaicising,  of  an  affected  ignorance, 
by  the  clever  rhapsodist.  If  it  had  been  confined  to  the  far 
West,  and  then  only  could  we  explain  it  by  the  antiquity  of  the 
poet  and  the  narrow  horizon  of  his  geographical  knowledge. 

But  even  if  this  were  not  so,  I  could  meet  the  objection  in 
another  way.  The  received  dates  for  the  foundation  of  the 
Greek  colonies  are  all  derived  from  Sicilian  Archcelogia  of 
Thucydides  at  the  opening  of  his  sixth  book.  All  these  dates 
were  evidently  borrowed  from  Antiochus  of  Syracuse,  and  we 
need  not  extend  to  this  old  logographer  the  superstitious 
reverence  generally  accorded  to  every  statement  of  Thucydides. 
I  hope  to  show  more  fully  in  Hermathena  that  Dionysius 
probably  composed  his  history  for  the  purpose  of  glorifying  his 
native  Syracuse,  then  the  leading  city  among  all  the  western 
Hellenic  colonies.  He  was  prevented  by  the  ancient  temple 
of  Apollo  Archegetes  at  Naxos,  and  the  customs  attached  to  it, 
from  asserting  the  greater  antiquity  of  Syracuse  to  this  town, 
but  he  placed  his  native  city  next,  and  by  the  smallest  possible 
interval,  and  then  dated  all  the  other  colonies  with  reference  to 
Syracuse  as  really  the  capital  of  Sicily.  This  is  manifest  from 
Thucydides'  account. 

But  how  did  Antiochus  fix  the  date  of  the  founding  of 
Syracuse  ?  Surely  by  no  careful  reasoning  backward  from 
later  and  clearer  history,  by  no  examination  of  existing  records, 

1  7  491,  sq. 
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but  rather  by  reasoning  downward  from  an  assumed  date  of 
Heracles  to  Archias  the  founder,  who  was  the  eleventh  in  de- 
scent from  that  hero.  This  would  give  330  years  from  Heracles 
to  Archias'  maturity.  But  we  cannot  now  tell  what  scheme 
of  mythical  history  was  adopted  in  this  early  work. 

Starting,  I  believe,  from  this  &  priori  determination,  Antio- 
chus  seems  to  have  reversed  the  natural  history  of  Greek  coloni- 
sation in  the  West,  for  the  sake  of  glorifying  Syracuse.  Other 
legends  tell  of  Archias  helping  the  founder  of  Corcyra  ;  they 
tell  of  his  helping,  on  his  way  to  Sicily,  the  Greek  settlers  in 
southern  Italy.1  Surely  this  indicates  what  really  happened. 
Greek  settlers  first  occupied  Corcyra,  then  they  pushed  on  to 
Italy,  and,  avoiding  the  barren  shore  north  of  Otranto,  found 
rich  plains  about  the  Liris,  of  which  Archilochus  speaks  (I  think) 
as  of  new  discoveries.  Thence  they  found  their  way  to  Sicily. 
I  do  not  believe  that  this  latter  island  was  colonised  till  after 
700  B.C.,  and  that  the  whole  Sicilian  chronology  found  in  all 
our  Greek  histories  rests  on  the  imaginary  basis  laid  down  by 
Antiochus. 

In  order  to  bring  my  history  of  the  Homeric  question  up  to 
the  present  date,  I  here  add  that  Kirchhoff's  text  of  the  Odyssey 
and  his  critical  essays  have  just  appeared  in  a  new  and  more 
complete  form  {die  homerische  Odyssee,  2nd  ed.,  Berlin,  1879). 
In  the  preface  to  this  book  Kirchhoff  sums  up  briefly  the  leading 
points  of  his  theory,  which  is  here  more  definitely  stated  than  in 
his  previous  essays.  He  holds  our  Odyssey  to  be  made  up  (1) 
of  the  old  Nostos  of  Odysseus,2  composed  at  a  very  early  date, 
complete  in  itself,  and  of  the  highest  poetic  merit,  but  composed 
when  epic  composition  was  already  at  its  zenith,  and  far  from 
its  rude  beginnings.  (2)  An  early  continuation  of  this  Nostos 
by  a  later  poet,  but  still  before  the  first  Olympiad  in  date.  This 
poet  sang  the  adventures  of  Odysseus  after  his  return,3  embody- 
ing in  his  work  many  shorter  lays  which  we  cannot  now  sever. 
That  this  poet  was  not  identical  with  the  composer  of  the 
Nostos,  Kirchhoff  infers  with  perfect  confidence 4  from  the  fact 
that  in  poetical  merit  he  is  far  beneath  him.     Aus  dicscm  fiir 

1  Cf.  Miiller,  FHG.  i.  p.  183.  -  a  v  18+. 

3  v  182-^  296.  4  p.  496 
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sick  allein  vollig  durchschlagcnden  Grutide  ist  es  ganz  untnog- 
lich  Identitdt  der  Verfasser  anzunehmen.  (3)  But  anyone  who 
looks  into  these  separately  printed  divisions  of  Kirchhoff's  text 
will  notice  long  passages  in  a  smaller  type.  These  are  due  to 
the  later  redaction  of  the  poem,  about  01.  30,  by  a  person  of  no 
poetic  power,  who  expanded  the  earlier  work,  and  in  his  day 
combined  the  whole  with  all  manner  of  needless  and  disturbing 
interpolations. 

The  reader  will  easily  see  how  far  I  am  disposed  to  agree 
with  this  definite  theory.  I  am  unable  to  feel  the  decided 
inferiority  of  the  second  poet,  and  I  see  no  evidence  that  he 
must  have  lived  before  776  b.c.  But  in  holding  a  conscious 
combination  of  larger  unities  by  a  poet  artist  in  the  eighth  cen- 
tury, Kirchhoff  seems  to  me  correct.  How  far  the  redactor  of  the 
thirtieth  Olympiad  is  necessary  cannot  be  determined  without 
an  intricate  discussion.  The  usual  German  feature  of  settling 
antiquity,  and  denying  identity,  according  to  subjective  notions 
as  to  poetic  merit,  has  not  diminished  in  Kirchhoff's  now  long- 
matured  views. 


END    OF   THE   FIRST   VOLUME. 
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